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Hecmb 60 Ha 3emau makozo 6uda, Au Kpacombl MaKos . .. 
Mbl yOo He Mooicem 3a6bImu Kpacoma mo# 


«TlopecTb BpeMeHHBIX JIeT» 


For on earth there is no such splendour or such beauty... 
and we cannot forget that beauty 


The Tale of Bygone Years 


Co npenten netporcxoit pehopmsr u miors no masta XX wexa uxoNAMH HOM 
suxro ne mrTepeconastes, Bo sesKoM cay'ne, HX xyoxecTHeIIILe OCTOIHCTBA OCTa- 
BUCH HHesAMEMEMHBINH. BOsBNCTBO CTAPKIX HKOH GkiIO NOKPATO MerALLAHYC 
IMM OKIIAMAMH, BeKOBELMIK SAMICANIE H KOIOTHIO, I HOTOMY HeNOAMOX'HO GHLAO WX 
Pacemorper, OTKPLITHe stpeBHepyecKOlt KOKIOMNeH — >To MpesMET saKOHOlt Fop- 
«Tponnay PySnewa Gouna nepsHiM wieespos ApesHepYCEKOM HKOHOMICH, HOAREpTHy= 
‘THM pecraspanm. Ova MOpasiLia cospeNeHINKOB COMMA KpACKAMEL, HO HE pe- 
craspanii Goiza suioBy 3aKpEITA Oxsiaou. Bexope sete M,C. Octpoyson Havas 
MaiOMepHO MomBePraTH PACHMETKE HKOME 4 cHoETO MpeKpAcHOro cospantis. Ha 
mucranke [913 roma umpoxne Kpyrit pyccKoro eGulectea artepatie eMormH yaneTs 
Apeuiiepycekie, npeumyulecrBciHi0 HoRrOpOEKHe, NKOKK AO Heeti HX nepBOsAAO! 
xpacore, 

Tlocae OxtxGppckoi penosiouint eno coBMpANIs 1 packPATTHA NaNtETHIKOR ApeBHE- 
yceKoit HkOHOMuCH MpHOGpeo OGuIerocyapcrseHHHE MacUTTAGH JTesEICKHE Mex 
ETH O HAIWOMEUUCSAMN MAMSITHMEOR HeKyecTRA NOAOKIUIH OcHoRAINE ‘Am Kpymel- 
HX xpaMiUHAt apestepyccKolt axxnomien » TpeTbskoECKOl raxtepee mm PyecKOM 
Mysee  JTewusrpane, Baromaps axctesmmiiM no Crapiast TopoxaM W pecraspaAulunM 
HAMATINIKOR NKOHOTINCH HANI MYSeIL M ONLINE MPUYMBLOAIOT CRON COKPOBKILA, 
B rox 600-nerux Awipes PyGneoa 8 Ou1pu, AnapomKonone mowacripe B MocKse 
Guin coax Myseit apessiepyceKoro HeKyoctna ero unter, 

Orxpirve xononmer — 970 ue ToMEKO TeKeRNE Ha aaGnen MaMuTTHNKOR speO- 
hepycekoro HeKyecTsa, Ho H NpHsHANHe HX 9cTeTHICcKOM HeMHOETH, ro OTKpEETHE 
Componoxcnaiocs BecOOUIN HOCTOpION, KOTOPHI He OCTHLT ele H HOHBINE H OKX- 
ANBAET HEMAAYIO TOMO 8 AeMe COOKPAH, COXPAHEHIA M NAyNeMIR ApeDstepye- 
comix KOH. 

B nionxone k wKoHonMeH cpenm weesenonaTenel eyuIecTAYeT HecKomBKO WanpaRste- 
ti, Oxon astopit coxpenoromuut see mmMarme Ha haKTHeEKOT cropoNe Aes, 
‘Ma BPeMeHIl BOSUUIKHORCHNI I PESEATTHA OTHELTAHEIR LIKO:T, HL AX BISILNS AAPYE a 
apyra, Jipyrax sasuMaer wsoSpasitrensias cTopoHa HKOWOMICH, TAK HasuNAeMAN 
wkoHOrpaditx, TpeTbi OTCTEUBAIOT HOAXOAL K HKOK, KAK K ANBOMICH, 3 MAXON 
[Bjipeatem wexyccTae noILMKABIe AuBOMNCHEIe KPACoT, BANK W TAKE, WTO TUITAZNC 
Npoxect» w apenuett wxoHomten ee pemuruosuo-itnocorperuit ewer KAK TIopoxke- 
te Haponmoro Tuopuectaa, [lax KeTOpHM HeKycors nanGomINce InaTeNHe HMCIOT 
HONMITKH MlOSTICHIN HYTeM SHANATEsBHOLO PACCMOTPEHAR IKIMSTHUKOR xY;AoARe- 
‘crpeHofi Uetntocru Toro, 470 ComasaiH apeDitKe HKOHOMICHN. TOT BpOmHATE OER 
onupacres Ha nostoGuoro ponia HecnezoRas 

To acest esouse npirtnaKaMt MKOKonLICE TAK WeMOXOHA Hk HIPURINHYIO CompeNeHHOMY 
eTOReKY ‘kUBOMHCH, OCOGEHHIO Ha KHBOMTIICE NPOIOFO CroweTIER, FTO ETKO HOME 
PUT TOMY, “To pasTadATe ee MoxHO TONBKO Yeped yveNue OG uKoHax, KOTOPOE MOTO 
BekKOB Tomy mia GEUIO BuIPAGOTAHO OCHOBOMONOAMMKAMIL MIpAHOCABHOH OTM 
Aiicrarrenio, usona — 370 He KapTHMa, B UKOHE ROCHPOHIBORUTCA HE TO, TO 
XYAOKNIK MMeCT Neped FaaIaMN, a HEI MporaTstH, KOTOPOMY OH AomKEM ENERO 
nari, Mourainie komt suirekaer 4 nowsTams nperorunos, K uKowaye npiena- 
bina‘orea, ayT OF MX ucueTeHKA. HIM HOKIONNOTCE HOTOMY, MFO B MX HOGA 
xeactea Xpuctoc, Roromareps 4 custite, Hikoust yaacTaylor » coRepIeHN sepKOR- 
nix o6paos. MxoxoMes — 310 B NspecrHOH crenente pitTyazeHe HeKYECTRO. 
Tlowrraine uwow w atx cosaaune Oui0 erporo persaMentuporanio VII Huxeiienn 
cofopom. Heriutimium THopuasi uxOKONNCH sIyKOReHICTRO CuULTTAsIO eeGH, xy ORIN 
aM OTBOAIUICL su Po: ucHomMurenefi ero 3aMBteAOR, PewietNA HuKeticKore 
coBopa KaK HesHiGsteMOr OCHOSAHIE HKOKONMCH GALI HOMTHE ope? THCHY ET BOR 
ontsepatenut va Crorsianom cobope. 


From the time of Peter the Great’s reforms to the beginning of the twentieth century 
scarcely anyone showed concern for or interest in icons. At any rate their artistic 
virtues remained unnoticed. The majority of old icons were covered with metal 
mountings, age-old repaint and candle soot and because of that it was impossible to see 
them properly. The discovery of early Russian icon painting is a matter of legitimate 
pride for our century. 

Rublev’s Old Testament Trinity was the first masterpiece of early Russian icon painting 
to be restored. It emerged in the full glory of its colours before amazed contemporaries, 
but after the restoration it was once more obscured with mounting. Soon afterwards 
LS. Ostroukhov began a regular “cleaning” of the icons in his splendid collection. 
At the 1913 Exhibition wide circles of Russians had their first chance of seeing early 
Russian, predominantly Novgorodian, icons in all their original beauty. 

After the October 1917 Revolution, the collection and restoration of relics of early 
Russian icon painting became a state responsibility. Lenin’s decrees on the nationalisa- 
tion of masterpieces of art laid the foundation for the large repositories of early Russian 
painting at the Tretyakov Gallery in Moscow and the Russian Museum in Leningrad. 
As a result of scientific expeditions to old towns, and the restoration of old icons, our 
museums continue to be replenished even today. The 600th anniversary of the birth 
of Andrei Rublev was marked by the opening of a museum of early Russian art named 
after him in the former Andronnikov Monastery in Moscow. 

The discovery of icon painting means more than the revelation of hitherto forgotten 
relics of early Russian art. It is at the same time a recognition of their aesthetic worth, 
a discovery that was met with general approval. Even today our admiration has not 
subsided and this continues to be of considerable help in the collection, preservation 
and study of early Russian icons. 

There are several trends in the approach to icon painting among scholars. Some authors 
concentrate their attention on the factual side, on the time when various schools arose 
and developed, and on their mutual influence. Others are drawn to the representational 
side of icon painting, to iconography. Yet others consider the icon primarily as a paint- 
ing, discovering true pictorial beauty in this ancient art. There have been scholars 
who have attempted to read into early icon painting religious and philosophical meaning 
born of the creative forces of the nation. Of the greatest importance for art historians 
are attempts to discern the artistic merit of what was created by the early icon painters 
by a close study of the icons themselves. That is the basis of this introductory essay. 

In all its characteristics icon painting is so unlike the painting to which modern man 
is accustomed, especially nineteenth century painting, that it is easy to believe that it 
can be understood only through a teaching about icons formulated many centuries 
ago by the originators of the Orthodox Church dogmas. 

Certainly an icon is not a picture; the icon does not represent what the painter sees 
before him, but certain prototype the painter has to follow. Reverence of an icon stems 
from reverence for its prototypes. Icons are kissed, they are expected to heal and work 
miracles. They are worshipped because they are representations of Christ, the Virgin 
and the Saints. Icons play a part in Church ritual. Icon painting is to a certain degree 
a ritual art. 

The reverence shown icons and their creation were put on a strictly regulated basis 
by the Seventh Ecumenical Council in Nicaea. The priests considered themselves the 
true creators of icon painting, and the artists were looked upon only as the executors 
of their ideas. The decisions of the Nicaea Council were confirmed as the stable founda- 
tion for icon painting almost one thousand years later, at the Council of the Hundred 
Chapters in Russia. 

Theologians and Church historians take the view that icon painting is in fact the presen- 
tation of Church dogmas in visual images. Icon painting has its traditional canons which 
must, like religious dogma, be implicity obeyed, and in consequence icons are so like 


Monomer, no wieHMto Gorecionos H HeropHKOR HepKBY, — 310, B eytIHoer, 
epxoBHre OrMarH, OGitexewtEte B apsrTesbIe OGparks, Tax xe KaK 8 Groene 
HM nowknEE GLLIH coGmoKaTLeR AOTMATHS, TAK 8 HKOHOINER — TpastHHIOKHBIe 
KauoM. Sra OFeACHAETEH, MOMEMY HKONDL TAK MOXOAM TYE Ha _Apyra, MopoR 
own He oTuunM, To HX BHeUINEMY BHAY He ACernA ZIeTKO OnpereMeTE BpENIA 
x sosmioven, HexoTOpHe KOH NpHOHABATHCS HepyKOTHOpHBINH. CHHTA- 
oct, HT On coamaHM He YexOBeKON. JTereiLIbt OF HX AYRecHIOM sae Ha SeNtTE 
AHOCMLUIE B -TeTONHEH Hapsy co cHENEILUAAK 9 cANEX AIDHEHHO BORHLIX COM 
Gurraax, 

Her neoSxomuocri ocnapasars cyutecrnonaune » /Ipesttei Pyes xy.sema non Ka 
ComitiesibIX penMeToR, Hensss OTpHIIAT Toro, 4TO TARO! BITTRT Ha MUX HAsO 
csolt oTMevaToK sia HkOKOICS. OntHaKO 8 UepKOBKOM ysenNE O6 HKONAX TpY:tKO 
altri kI04 K MOMNMAHINO HKOHOMTICK AK HeKyceTAA. Boe UKoHE GsLIH MpeRMe= 
‘Tani kynera, Ho smut Te 13 MUX, KoTOpHIe oAUOBPEMeHKO mBAATOTEH MpONTSBE NE 
"issn HeKyeerMa, uitTepecyior HeTopaLo HeKyccTBA. KOMIK, JlenHHe XyAOKECTBEH- 
‘MoIx HOCTONHETE, MOryT NPECTABAATS HILTEpEC JLIR HETOpHIKA KY:IGTYpUA, HO He HeKYe- 
rma, OTH HepKBH CMHTAM, 4TO eC HKOHA OCEALIEHA, TO, HesABICHMO OT CBOUK 
XyomecTpenHBIK KavecTa, ona sacayaunAeT HowMTarHIE. Hac tanUMaloT-n UKOKORHCHE 
ce xysoxecrscittte LeRHOCTHL 

Mnpoxo pacnpocrparienuaii n nome wconoepagueeckuit nodxod x uKONe HME 
HexoTopaie octosanmna. Hkowonnctst OGHINHO He MpMLAy BIEALIH, He COMMHAIIE eBOETO 
SlomeTa, Kak AkHHOMUCHEL, Ox CrexORATH BEIPAOOTAKHOMY H YTBEPKREHNOMY O68 
MAEM  HepKOBKBIMI BNACTIMH UKOHOrpabuecKOMY Tuny. ITHM OGsACHAeTER TO, 
TO KONO Ha OINIH CIOKET, |MUKE OTAETEHHBIE REKAMM, TAK NOXOKK APY ma TpyTA 
Hexoropute astopat naxonsr, 4ro otmMETS Hx BooBuIE NeDOaMoxkHO, CxHtTaTOcn, 
‘iro Macrepa oGranitE cnexOUATs OGpasuaM, COOPAHKEIM 8 KKONONNCHLIX MOLI 
LHR, HMOFYF MpoaBitrs ceGx ToMbKO B KoxIOpHATe, B OCTasbItOM OM GBITK Bo BACT 
‘TpauitMnonubsK KaHoHOR, 

Eoitt se orpaiurinsaries onucarmest 1 xxaccuburaruiell Hkouorpadrmecsiix THH08, 
Ho bitnKaTS B MX BHYTpeHNNT exe, TO HKOHOTPA‘us, OcoBeHINO TAK HaaHIERe MAR 
MkoKOnOTHs, MoxeT Moro AaTL ALIA HoHNMaIDI apeniel kKoNOMEN. Ho 370 owe 
He snasnrr, #To WKOHOTpadpita — 9TO eaMCTACHMH HT K HIYMHIAIO HKOHOMICH, 
Heanssx yraepasian», GyitTO 8 HKONOMMCK BeerstA TOCMOACTBORAMK NPUSTAMHTE Kae 
HoMIMUPonaMMBIe THM HsOGpaxeHITl, YTO XYAORHNKH BCeTO JN TOCAYTO HOC 
NpowosuMt To, 410 cyuuecrHoMANO Ho Hux. Hxonorpabits, npitisTas Ha Pyeu, 
Gia moz0M KorMIeKTIRHOTO THOPYECTAR MHOTNX TloKOsIeWHTT, Poa XYAOKUNKOD 
Bem Gaia me Mevutel, woot y4eUUIX GorosronoR 1 HepKOBMBIX mMcaTereil, Kanone 
alot HKOHOTpaXpMeEKiEX THOS — NOWLINIBHIKH, BHLTIMG, HOsRHATCS Ha Pyen epase 
uTeNbHO NosHO, Kak MpHDHAX OKOCTENENHT TpaNWUIEH, OcKYsTEHIS HKONOTpaMHIC 
‘ckoro Taopsecrna. 

Mitorue cioxerit pestepycexoit uKoNOMHeH repel ee 12 NPOUEOFO, Ho MAO 
Foe Gwin0 comtaHo raNoKO, Bosiuxwosenue ua Pye m wcTopuueeKoe pasoitrie 
Takolt TeMBl, Kak HoKPoB BoroMatepH, MOXHO MPOCIICRITE NO PYCeKHM. HKOHAM 
XILL—XYI sexos. Ha0Gpereiien wosropomckyx Macrepos XV neka Guia HKOHO- 

20 rpadia sya es. ‘Paopa it Jaspa, B To sxe spema BOSMIKHA NpeKPAcHaA KOMMOSHUI 

114 «Birroa wowropoanen c eysnanbuann» («Ayo oF ko <kaMerNey), 

OcosexHora mmMaKK B peRHepyceKol! uNOWONWeH sacKyKUBAET TO, 4TO AKC 
B pAMKAX TPAMIMNONNX eBAMTeIHeKIDE ClOxETOD pit neem MONTEL x ‘TpALINNE 
MACTEpAM Recta Yaasaock 4TO-T0 IpHOAMHTS OT CeGR, OGOrMTU, HepeocNTBACsIT 
crapinuitit o6pasen, coamaTb Kero Howoe. FnapuBle You HKOHOTPApEN OGMKO 
‘MampanseHbl Ha HowekH npoTOTHNOS 8 Gostee paste HeKyecTRe 1 B ZNTepAType, 
No Nemo HeOOMENNBATS TO HoHOe, TO coMePAHT B ceBe emma MH He KasA 
sapaair. 

B cpemmeseronoit aureparype pasmeiaiot katoKuveckue mekem w anoxpuyfis, Hae 
POMBE ereruibs, KOTOPHle HePKOBKIO CHHTALIHCe JoxGILAMI. MkOWoIiels — 30 HlesTO 
NoqoSHoe anloxpadant, Hi 3TO He TOKO MOTOMY, STO XYAOKHNKK BOXHORAAZTHC 
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one another that at times it is scarcely possible to distinguish between them. Nor is it 
always easy to determine their date just by looking at them. Some icons were considered 
not to have been created by human agency but to be of supernatural origin. Legends 
about their miraculous appearance on earth were recorded in chronicles side by side 
with information about the most important events in the life of the people. 

There is no reason to doubt that there existed in Ancient Rus a cult of icons as sacred 
objects. Nor is there any reason to deny that such an attitude left its mark on icon 
painting. However, it would be wrong to consider the Church’s teaching on icons to be 
the key to understanding icon painting as an art. All icons were cult objects. But only 
those of them which proved at the same time to be works of art are of importance 
toart history. Icons devoid of artistic worth may be of interest to the historian of culture, 
but not to the art historian. 

The Church Fathers considered that if an icon was consecrated it merited reverence 
regardless of its artistic quality. For us the point of interest is the icon’s artistic 
worth. 

There are some grounds for the iconographical approach to the icon—an approach 
that is widespread even today. Icon painters did not usually invent their subject 
as painters do. They followed an iconographical type, developed and established by 
custom and the Church authorities. This is why icons representing the same subject, 
even when centuries apart, are so alike. According to some historians it is absolutely 
impossible to differentiate between them. The artist was considered to have a duty 
to follow the examples gathered in the so-called podlinniki (manuals) and only the 
choice of colours was at his discretion. In everything else he was supposed to be governed 
by the traditional canons. 

If one does not limit oneself to the description and classification of iconographical 
types, but penetrates to the heart of the matter, then iconography, especially so-called 
iconology, can contribute a great deal to an understanding of early icon painting. 
But this is far from meaning that iconography is the only key. 

It would not be true to say that only the approved and canonised types of representa- 
tions-prevailed in icon painting, that artists only obediently reproduced what existed 
before them. The iconography that became accepted in Rus was the outcome of the 
collective work of many generations, and in this the painters played just as important 
arole as the learned theologians and religious writers. The canonisation of iconographi- 
cal types, the podlinniki, apparently emerged comparatively late as a sign of the 
ossification of tradition, of the impoverishment of the creative iconographical app- 
roach. 

Many themes in early Russian icon painting came from the past, but many other were 
created anew. The origination in Russia and the historical development of such a theme 
as the Intercession of the Virgin can be followed in Russian icons of the thirteenth to 
sixteenth centuries. Fifteenth century Novgorodian artists were responsible for the 
iconography of the SS Florus and Laurus icons. The fine composition, The Battle 
of the Suzdalians and the Novgorodians (The Miracle Worked by the Icon of the Vir- 
gin of the Sign), originated in the same period. 

The fact that even within the context of traditional biblical subjects, and with all due 
respect for tradition, painters were always able to add something of their own, to enrich 
and give a fresh interpretation to the ancient canons and to create something new 
deserves special attention. The main aim in iconography was usually to seek out 
prototypes in the art of earlier periods and in literature, but one should not overlook 
or underestimate the new element to be found in virtually every new version of 
a theme. 

The distinction was made in medieval literature between canonical texts and the apoc- 
rypha, folk legends which the Church frowned upon. Icon painting can be compared 
to the apocrypha, and not only because artists often drew for their inspiration on these 
legends (for example, in the Nativity of Christ or the Dormition). In the same way 
painters themselves frequently created pictorial apocrypha. This is the most poetic 
aspect of early icon painting. 
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rust erewutannn (Hanpnmep, »«Porstecrie Xpetonown, «Venn. Can xysca 
ANIKI RePeAKO CONMABLAH HOGPASHTETAHBIE ATTOKDHIpHA, ITO Ht ECT cANoe Hoan 
¥eekoe ® apeauteit nKoniomcn. 

‘Teva yerenin BorosiaTeps Noaseprnach 8 WKoNOTHIEK KOpeHHOH nepepaGorse ria 
nporsxcun croserui, Hosropoackas eoxa XII vex MpuMbikaer & KaKOKMeCKOMY 
ainauiiicxomy Tiny. Anocrons W care, Crome noKPYT stoxA yMuIparouleit 
Mapint, ssirianrr ocmpotemunin, Karas ibarypa norpyxcena @ rayGoKyIO NeETAT, 
HO ocTaeTEN onHta co CRoKM Tope. B rheompautoncKons «ene» Go.¥ee erpUcTKO 
BoIpaAEHO OTMAMME amocTONOB, Ho AX OREM YeRUpAIouTefE MMHTER OIPOMHAN 
burypa Xpcra, 3 nonywpaxa TewHo-citlero opeona muipotnaerex ritaMeHetoINK 
xepynann 

B pycontx «<Yenciniax» XV vera cucna mpnoSperacr nopsst ewpien. Hast 
HW TopeM OTAEUbBIX MepeoHaxclt KOMINUMpYeT nocOBUIEe OAyEREKME, PaLtoetD 
emit sHonel, coOpaBUMXER K sIOKY Mapua H noxoUNNX eit ciiapy. PyecKwe 4Yene- 
itt» — 970, ® cyiliocTH, Mioroyeras noxnana Boromarepit, oxiUKHIe €€ BOSE 
cet wa HeG0, Hm 9TOM OFM peutHrTeBHO oTTMENAIOTER OT nirsaTTHTTERUX WOKE tA 
ory TEM, puIcy!ONX ranHeTBO eMepri, 

Aranorimie waweneini MpOREXO:DTT HB lIpYTHX TeMAX HKOKOHEH, Ou FoBOpAT 
© saKoHOMepitocta pasnitTist ikOHOFpapuat a PycH, 

Hesoropste ocoGeniocrt apeBHiepyceKoll MROHIOTNCK OGwHCHAIOTER ee swzanmui 
exw Kopin, Tepabie HkoN6t OAUTH TpHBESeHI Ha Pycb Ho Lapwrpaaa. MepebIe 
acrepa-tnxottonieuid, paGorasune a erpane, Guu rpeen, B XIV wexe » Honropoae 
A > Mocxne mpocmavisnes eosbaut F'pek  oxazaX 3aMerHOe BAKA tn PYEEKHX 
xynoxiMKoB, BinaHruiienas uKoMOINeS OTIINYAETE YTOI 

erna. Ha Heit stenstr omnesarox To HapeTBeNHION pockoil, TO MonatLecxOR eypoHo- 
cori, Hepes siesairruiues pycexie wkoROMHCKIL yaHIH ResTHKYIO APeBHerpeHecKyIo 
‘TpanMUIO H MpHEtxtTT K Hel 

Onuako Kax nx exo  nsIoAOTHOpHO Gia HoRelieTINE Ha peDTEPYEEKyHO KO 
Nomich BicaiTHiicKol, 270 He MeKMOIATO MERAY HN pacronstenii, OM anor 
© eeGe stats YC B LIpeDHeluNH nepHon, «BorowaTeps BumwinsKpeKar, uKoWA, 
oinesemtas Ww Happrpauta, ps aceit onyxorsopenocrt enoecto ckopGHoro suka — 
9TO AuBAS NLTOTH, NONTH KaK B NOSAMeaHTTIEMON noprpeTe. Y BorowaTepit B uKOHE 
Borowareps Besixas Manaritw » Gonineit crenemt wxononcnbl THK, Gost OT 
potent, nosmuiwevnst neat 

Ase norpyausie uxowst: apraiiren HoBropostexmi n apxasiren ntpeKni, O6a B xPKO- 
XpacibIX mxanKAX HCO CMYETSIMIL JIUANIE, Ha epBbil BOCA MOXA, Ka POUWHIE 
Sparen, Ho 1 Meaty HIM ectb packoarenna, B ausaisritieKoit HKoHe Gosce eypo- 
Bul snk, » iosroporexolt sbipaxciite Gonce Neirkoe. B HoBroponcKoit MKOME B YT10- 
AATHIX CRIAMKAK OMEN OTKPHITO RAAIICHA NKOKOMCHEM YerOnKOCT, 

Ape nxoror Moasta Tpearesit aaior cute Gounise oeHonartait 119 Tore, row! FO- 
opiiti © pasisHsx Merkay OGEHMMH UIKO.MANN, TeM Gonee TO PYCEKAN KOKA. OT 
HORIETeR X HepHOny spezoCTH pyCrKOH INKO:TH H, BOIMORHO, BHILIA its MACTEpCKOH 
Py6neva, Hooains Mpeste » oGomx eaysasx — 910 eyposutt aoxer, oTuIeNBIIK, 
Ce HioxmKuNe romonoit H MeanbiIM araIOM. M AoE ake pyOEK:E MACTEP CMRF 
Sry cyponocrs mupaxemes: AO6porHs, epria AMA HX Ovepramn dpurypse Goxee 
SAKPYTCHM, BONOCKL NPHTNAKEHM!, » IMME MporawaBIBAT HeYTO PyOACRENOE, atl 
renbeKoe, 

Hixouia «Bnaropewteiney 1 3aropera, axmiwo, namtcana nia Pye, Ho suunenReTeR 
suaccteesoil uaperpaacxoit eeToToit hops H npexkte eero sareiimisocTs0 cBoei 
Nowtnienexoro Tuma apxitextypm. Ho a sero rpeveckont «BraronetitenAioy Tena 
ionteli, » ocoGemoent rypa BHIFzALmanAONLe 3-38 KOrLOMN eayRaITK, 8 Go=t- 
leit crencimn mnoTeKHe, TyoxenbIe, XoveTER cKBATD, sHINECKHE, TO TlOpOKAEKNE 
BiGAWTHNIcKOrO KaccHINGMa, NOTH MacTHME, NoAENK HOM axTTHAHOETE. B MOSKON- 
‘Koll HOKE aHTHAHOCTE MpocaeT:etHas, MpoMteaLAs CKHOs TOPHLTO HKOHHOM O2y- 
XoTpopeniocTa, Purypa arirena enpa crynaer no seMtxe, nerko napitr. B HeM eth 
Ye mpenBocetete rpantan pyGnencenx antrenon 


NNOeTHIO eHOeTD MACTEp- 
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The theme of the Dormition of the Virgin underwent radical changes throughout the 
centuries of icon painting. The Novgorodian twelfth century icon comes close to the 
canonical Byzantine type. The Apostles and the saints standing around the couch 
of the dying Mary have a bereaved air; each figure embodies profound grief, but each 
of them remains alone in his sorrow. In the Dormition by Theophanes the Greek, the 
despair of the Apostles is expressed with greater passion, but above the couch towers 
an enormous figure of Christ, and a brightly glowing cherub bursts through the half- 
light of the blue mandorla. 

In fifteenth century Russian Dormitions the scene acquires new meaning. Above the 
grief and sorrow of individual personages there prevails an all-pervading sense of 
exaltation, of joy at being united in gathering around Mary’s deathbed to glorify her 
name. Russian Dormitions in essence amount to a choir singing alleluiahs to the Mother 
of Christ prior to her ascension to Heaven. In this they differ radically from Byzantine 
icons on the same subject, which depict the mystery of death. 

Analogous changes take place in other themes in icon painting, testifying to the logical 
development of iconography in ancient Rus. 

Some features of early Russian painting can be explained by its Byzantine origin. 
The first icons were brought to Rus from Constantinople, while the first master 
icon painters who worked in the country were Greek. In the fourteenth century Theo- 
phanes the Greek became famous in Novgorod and Moscow and exerted considerable 
influence on Russian painters. Byzantine icon painting is distinguished by the finesse 
of its technique. In some respect it bears the imprint of royal splendour, in others of 
monastic austerity. It was through the Byzantines that Russian icon painters came 
to know the great, early Greek tradition, and to follow it. 

But however strong and fruitful the influence of Byzantine icon painting might be on 
the icon painting of Ancient Rus it did not rule out certain differences between them. 
These showed themselves even in the earliest period. The Virgin of Viadimir, an icon 
brought from Constantinople, is in fact, despite the spirituality of the Virgin’s face, 
a flesh-and-blood portrait, similar to those of late antiquity. The Virgin in the icon 
popularly known as the Virgin Great Panagia of Yaroslavl presents a more traditionally 
icon-like countenance devoid of any earthliness, more elevated and idealised. 

The two half-length icons, the Archangel Michael from Novgorod, and the Arch- 
angel Michael from Cyprus, both depicted the Archangel wearing bright red cloak, 
and with swarthy countenance, looking very much alike. But there is a number 
of differences. On the Byzantine icon the face is sterner, while the Novgorodian one 
has a gentler expression. On the Novgorodian icon conventions of icon painting are 
clearly expressed in the angular folds of the clothes. 

The two icons of St. John the Baptist afford still stronger grounds for speaking of the 
differences between the two schools. The differences are especially pronounced here 
since the Russian icon dates back to the mature period in the Russian school of icon 
painting, and possibly originated in Andrei Rublev’s workshop. In both cases St John 
the Baptist is an austere ascetic, a hermit represented with bowed head and sorrowful 
gaze. Nevertheless, the Russian painter managed to soften the severity of the counte- 
nance, giving it an expression of kindness; the features of the face and the outlines 
of the figure are rounded and flowing, the hair is smoothed down, and the face has 
some features typical of Rublev’s angels. 

The icon from Zagorsk, the Annunciation, was apparently painted in Rus, but displays 
the classical purity of form, especially in the involved Pompeiian type of architec- 
ture. But in the purely Greek Annunciation the figures of the personages, especially 
that of the handmaiden peeping out from behind a column, are for the most part 
quite heavy, fleshy, and one is tempted to say, pagan. This derives from Byzantine 
classicism and is practically a pastiche, faking antiquity. In the Moscow icon the 
classicism has come through the cleansing flames of the spirituality, associated with 
icons, as it were, and is softer, purified. The figure of the angel seems to hardly touch 
the ground, to hover lightly above it. These features are forerunners of the grace- 
ful Rublev angels. 
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Even more striking is the difference between the face of the angel from the Zvenigorod 
Deesis Range and the angel from the Vysotsky Deesis which was brought to Moscow 
from Constantinople. True, in this instance we are comparing painting by a rank-and- 
file Byzantine artist with something created by the greatest genius of the Russian 
school—Andrei Rublev. The type of the face is similar in both icons: the fine straight 
nose, small eyes and mouth. But in the Byzantine icon the modelling of the features is 
heavily accentuated by highlighting and rosy tinting of the cheeks. In Rublev’s icon 
the features are almost ethereal, spiritual in the extreme. The painter moulded the 
features in a light, delicate way which leaves an impression of angelic chastity. 

As regards icons of non-Russian origin only in the Balkans have I encountered any that 
anticipate certain features of the Russian school. Such are the icons of St Demetrius of 
Thessalonica and the Archangel Michael's Miracle at Chonae, from Hilandar. They show 
less modelling of form than the Greek icons, but the silhouette and the flowing con- 
tours are more strongly accentuated, and the colours more bright and resonant. It is 
not known how these icons of Balkan origin could have influenced the Russian school. 
The Byzantine and Balkan roots of early Russian icon painting are worth studying. 
But one should not forget that the purely Russian imprint which can be observed in the 
majority of early Russian icons was of decisive significance. 

Contacts between early Russian art and the general culture of the epoch have recently 
been attracting the attention of historians. Such contacts were ignored by the old 
school of iconography, which saw icon painting only as the product of the Church, 
religious beliefs and monastic asceticism. 

A study of its historical premises, its historical and cultural basis makes for a deeper 
understanding of the role of early painting in the life of that period. This does not 
mean, however, that every phenomenon of significance in Russian icon painting can be 
traced back to and linked with certain historical or historico-cultural premises. The 
development of icon painting also had its own inner logic. At any rate Russian icon 
painting is a historical phenomenon and the first task of a historian is to find its proper 
place in the history of the country and the nation. 

The heyday of Russian icon painting occurred at a quite definite period dating from 
the end of the fourteenth to the mid-sixteenth century. What, in fact, is this period in 
Russian history? It can be described in the following way. After going through the 
most taxing trials of the Tartar invasion, the Russians found the strength to begin fight- 
ing for their independence while preserving faithfully the legacy of classical antiquity 
and Christianity which had come to them via Byzantium. The Russian people had not 
yet achieved what was to be accomplished later, but Rus was already beginning to unite 
for its successful struggle against the enemy, and was growing progressively more 
aware of its unity. In their art, as in a preliminary model, the people expressed their 
hopes and aspirations, their social, moral and religious ideals. The heyday of icon 
painting preceded the rise of autocracy which emerged in the struggle against the 
Orient and acquired features of oriental despotism. The heyday occurred during a period 
which might be termed a historical prelude. This is why the icons display so much that 
is utopian, elevated, ideal and incredibly beautiful. 
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Modern man cannot help but be amazed at the sharp contradictions between the 
cruelty and crudeness of morals in feudal Rus and the nobility and loftiness of its art. 
This does not mean, however, that art turned away from the drama of life. Anyone 
who considers that the geniuses of that period created in absolute isolation is transfer- 
ring to the past the afflictions of modern art in our time. The Russian people of that 
period were well aware of contemporary events, but they aimed to achieve in art what 
they lacked in reality, for which they were striving and hoping to achieve as a nation. 
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The remarkable purity and peace pervading Rublev’s paintings can be likened to the 
peace on the battlefield between two bloody battles. 

Of all the treasures of early icon painting the historian is naturally attracted first of all 
to those which display a direct link with the life of his time. The images of the 
martyrs, Boris and Gleb, seemed to appeal to the people to fight against the inter- 
necine strife from which the entire country suffered. The Praying Novgorodians 
reflected the outlook of the rich Novgorodian merchants, their pride and piety. 
The Battle of the Suzdalians and the Noygorodians reflected the local patriotism of those 
years when the freedom of the city of Novgorod was threatened by the princes of 
Moscow. The icons of St Peter and St Alexius are in fact glorification of the patriotic 
endeavours of these princes of the Church, the collaborators of the Moscow princes. 
Finally, the Church Militant is the lauding of Moscow as a kingdom with the young 
Ivan the Terrible at its head. These icons can be called historical, of a secular nature. 
They may be likened to the homily of Philotheus of the Yeleazarov Monastery on the 
theme: Moscow, the Third Rome. 

Among the icons there are many which represent the outlook of the clergy, both 
monastic and pastoral. Of the better known ones I shall quote the fourteenth century 
icon of the New Testament Trinity and Rublev’s Old Testament Trinity. Historians see 
in these an attempt to uphold the Church dogmas on the Trinity which in those years 
were doubted by heretics. 

On the other hand, the icon of the Apocalypse in the Dormition Cathedral of the 
Moscow Kremlin is not only a reaction to the expectation of the end of the world 
which perturbed the nation, it indirectly reflected also the point of view of the “here- 
sies of Judaism”. The direct influence of the Church dogmas is even more apparent 
in the icons of the Cathedral of the Annunciation, which in the mid-sixteenth century 
provided grounds for the attacks of Viskovaty, and for the decisions of the Ecumenical 
Council of the Hundred Chapters. 

A distinct group can be discerned among early Russian icons which reflects popular 
ideals, and especially those of “the Rus of the tillers of the earth”. These are first of all 
the icons representing the patron saints of domestic animals—George, Florus and 
Laurus, Blaise and, perhaps, the Prophet Elijah, who was depicted against a bright, fiery 
background as a successor to Perun, the pagen god of thunder and lightning. Perhaps 
in some cases icon painting also reflected the duality of popular beliefs, especially 
reverence for fecund Mother Earth. 

Every possibility of finding connecting links between the mysterious art of icon painting 
and what is reliably known about the world outlook, beliefs and superstitions of the 
people of that time is very important to the historian. But this cannot always be done 
—not by any means—without stretching a point. Such masterpieces as Rublev’s 
Old Testament Trinity and the Kremlin Master’s Apocalypse have a much broader 
meaning than that which the people of that time saw in them. No wonder these icons 
still have power to stir people, even today, no less than the marbles of Pheidias and 
Michelangelo. Surely it was not only with the aim of defeating heresy that Rublev 
created his wonderful painting, or another artist his icon on the theme of a military 
legend just to counteract the aspirations of Moscow to the Novgorod lands? Free 
thinking was fought with witch-hunting, and wars were the answer to wars. The task 
of the historians is to delve deep into early art and to find out in what way it served 
as a means of spiritual education of man; to understand what were the artistic values 
which were essential to man in those days. 

A characteristic feature of early Russian icon painting, well in keeping with the social 
structure of Rus at the time, is the existence of two layers, two strata, that of “the 
lords”, and that of “the peasants”. There are those icons which are distinguished for 
their splendour and at times extremely refined work by painters from centres of princi- 
palities or close to the upper crust of society; on the other hand there are icons painted 
by posad or village craftsmen, which are poorer in material and colour, and less pro- 
found in character. It cannot be said that each side had its special holy relics and looked 
only to them for assistance. The iconography was general. Quite frequently the painters 
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in the centres and in the villages vied with each other in painting icons on the same 
theme, on the basis of the same “patterns” or types. 

The Virgin of Yaroslavl from the former Ostroukhov collection is an example of mature, 
highly perfected art, in which is displayed a profound philosophical comprehension 
of the theme of the Virgin Eleusa, and a masterly handling of form. In the “popular 
version” of the icon the forms are less organic and flexible, the contours are angular 
and volume practically non-existent, but on the other hand there is so much warmth 
and sincerity in the inclination of Mary’s head that it compensates for all the “short- 
comings”, It is difficult to decide which version to prefer. The Archistrategus Michael 
from Korin’s collection illustrates the popular belief in divine punishment. The Archangel 
Trampling the Devil Underfoot by Simon Ushakov is more exquisite in technique, more 
like Western painting and consequently more advanced. But in this “competition” 
the folk artist is the winner. 

Eighteenth century icons of the Northern school are less skilful in linear design than 
the late seventeenth century icons from Yaroslavl. But the folk icon often shows 
greater feeling for poetry and colour than the dry graphic manner of the Yaroslavl 
artist which was a preview of the virtuosity of the subsequent Palekh painters. 

The professional and the folklore trends are in a way indivisible parts of early Russian 
icon painting. One is unthinkable without the other. 

A study of the historical development of early Russian icon painting helps one under- 
stand its nature. It had its beginning and its end. We can speak of rise, efflorescence 
and decline. But there were continually deviations from this sequence. 

Modern researchers pay much attention to determining the date and provenance of 
individual icons. But it is extremely difficult to date them according to character of 
execution even in terms of decades. The pace of development differed from place 
to place. The stage that Novgorod and Moscow went through in the fourteenth and 
fifteenth centuries was still being experienced in remote parts of the North up to the 
seventeenth and even the eighteenth century. A straightforward chronological arrange- 
ment of surviving icons gives no idea of the historical development of icon painting. 

In the eleventh and twelfth centuries it was icon painting of a Byzantine character that 
predominated in Rus; and in the main large icons resembled frescoes. The majestically 
calm figures were depicted in frontal poses gazing at the viewer. Epic calm reigns 
in early icons, and towards the end of the twelfth century images become more dra- 
matic. In the somewhat gentler expression of the Saviour and the Archangel with the 
Golden Hair the features of the emergent Russian school can be discerned. St Nicholas 
from the Novodevichy Monastery is practically a living, psychological likeness. The 
face of St Nicholas on the icon from the Dukhov Monastery in Novgorod is, like the 
frescoes of Nereditsa, an expressive mask with wide-open eyes and emphasised wrinkles. 
The icon of the Virgin from the Kremlin in Moscow, with its abundance of gold, 
reflects the Byzantine mosaics and enamel work by which it was influenced. In the 
Virgin of Belozersk, with its red halo, we see the earlier features of love for pure colour 
characteristic of the Russian school. In the thirteenth and fourteenth centuries the 
Kievan pre-Mongol traditions were preserved and developed in some works. A new 
manifestation of this period was the appearance of the Russian primitive. The works of 
these painters are naive and even crude, but they are captivating with their spontaneity of 
expression, bright colours and childlike simplicity, especially in border scenes. The 
enforced break with the pre-Mongol tradition helped the emergence of a national 
Russian school. 

At the end of the fourteenth century a new wave of Byzantine influences, this time of 
the epoch of the Paleologues, spread throughout Russia. Its most prominent representa- 
tive was the great master Theophanes the Greek. His art—passionate, dramatic, wise, 
austere, at times tragically intense and frequently lofty and splendid—teft a deep im- 
pression on Russian painters. But Russian icon painting proceeded along its own 
course. 

The icon painting of Rublev and his contemporaries is a phenomenon of the tremen- 
dous upsurge of the Moscow school early in the fifteenth century. Rublev broke away 
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nostininiocrsto. Hnicrantax so sxycy, ova no slyxy OauaKa x cbomxopy, Hosropost- 
‘okHe HKOML GuICMLYT SBONKIMH MPASAEHUNBAN KPACKAMA, B HePROBKDIX taMsTENtKAX 
eotm onemenrit cnerexoro. B Hosropose We Gbu10 renws, pastor Py6xeny, xors 
HOBroposickie MeHEHATBI BHICOKO HeHRAK HKOHOMIICKOe NacTepeTao, BombxamtHeTBO 
HORTOpONIeKHX KOH OTMENEHO wbICOKIOM ypoDueN NeromTeHA. Hexapos HoBropor- 
‘kas uIKosia pane spyrHx nauina eo6e pwwiante, 

Tlexos Goin «surat Gparowoy Hostopona, Ho MIcKORCKME HOHE 3aMETHO OTA 
‘waiores OT HoRTopocKHEX. B HK MeuBiNe APTHCTHIMM B BbINOAEHUA, 3aTO GONUNE 
josTiMeckiIX Onapemtit. PuicyHOK wersepanil, HO BbIpAsuTemDuNA, KPACKI -xTY4ME, 
BenuIXMBAIONMe Ml TopaMMe BAYTpeNHNHN cneroM. Toxxynaromas wemocpereTBeI 
WocT» n sIMHBx, erpacTHOeTE Bers, naaMentias Bepa. 

3a nlocneaee apex Crame MposcusTica NepTst ApYFHX LUKONT sIpeDlepyeeKolt 
BonMCH: THEPcKOH, eysuaMBeKOH WT. 11, Bowe’ APYTHX soil OcoGeRHoTH coBepHtoit, 
Hayle or HoBroponieKix TpaqHUNt, HO OTmNIAIOUIeHCA HlaTpHAPXADHO Hero 
Ponmupoctore, ro ueKyeerBo sepeneHcKoe, MyauUNKoe, KPecrbsHeKoe. B Hem ae 
Mesaioven Neprst Towieltum pacMicMAe mpsnoK: HeaaTellzNRoeT sanmicma, TPy- 
Gonavocrs 1 neeKatocrs pucylKa, Geslocr KpacoK Ik ANCTe & TeM HosIKYNAIOMIEE 
poerosynmc. 

B xouue XV nexa wa neGockone Mocknst nosbaictes Hones anexaa — wacrep 
Avonteuii, On suormo Gut OGxsaH cooeMmy PeMMKoNy mpemiuecTaenHKY PyGueRy, 
Ho 80 MHorOM 1 OTKTOHseTex OF HeTO. M1 9TO BoRce He OTHANAZIO ciULKEKHE MacTEp- 
rma. Meryecrno Awowtens spenoe, ciepaaniice m nixpaxeHii WyBeTR, noamLalae 
Hoe, coxepiarembiioe, usuiexasHoc, Guaropomuoe Ht rayGoxo YexoRewHoe, JuLoMCHT 
Gein ronaitum KoIOpMcTOM, eFO KPACKH, HEKHBIE, MpOSpAIHELe, CKNAAMRAIOTCR 
‘B Onaroapysnate axKOpIts, OcOBeAHO w USOUPHAEHILIX TOpACCTRCHIIEX MEIOT OOK 
ener. Ho sro ne xonomust, ofamanbusit ayaatTiiaM, Boe mpomaaio y ero 
caeTIofi u BosBuIMeHKOH npaszuTNHOCTHIO, 

Avoxnenii oxasaa wa coupemennuxos esa su ne Gonbinice namaHtIe, YEN B CROKO 
onoxy PyGzee. Ha note nepayio nonosinry XVI wexa soxarex oxGuecKH ero noysIn 
Kpacox. B uwowax sToro upeMeHH HosBJMeTCH ToReCTBORATENBHOCTE, HO CTepa- 
‘TypHas, AIULAKTINecKaR CTOpOlIa He BUITecHseT -xHMOMICHOM MpesIecTH OGpaB0R, He- 
xoTopule Hous! XVI nexa sakNOMAIOT B CeGe OrpoMHOE HADGHTE MOTHROR, Kak a= 
‘cromititt¢bpeckonait ruta, 

Pesuutit nosopor maaaer wa eepeymny XVI acxa. Hormarnveckwe nop 10 nowony 
HOBDIX HKOH Ht YrHepaCteMMe CTOrIAvOM HEPKOBEOTO KONTPOTA Ha HKOHOTHCKAMIE 
HOADARHL KOHEY MHIHOMY GalarO¥eCTHIO XYHOHIKOR Ht pactiReTy WKoHOTeH. CO6OP 
couinanes Ka Py6teBa, Kak 1a O6pesell, Ho NO cyulecTay OGopHAN HAYIIYIO OT Hero 
Aparowentyio trrs. Crporauonckie wacrepa tsiramicy MpuMKuyTs x sanerane Ho! 
Topostten. Bux Kpacxax, w MHKAATIOPHOETHL IX MCHMIa eer aneMeIETAI HeKyCeTHE 
B ocrauiom mkowonncs cranosirex uxouorpapiciioll, KAHOHMAHOH mB acTeTIE 
‘WeeKOM OTHOMIEHMM YeTyaeT ApenMeCTAYIOULM BeKAM. TombKO B CsayXHX yromKaX 
Cesepa, ocoGeHHo B paGorax kpecTBRHCKIT MACTepOR, COXPALILINCh 2ILIKA CHOGOS- 
Noro TsopyecrBa, 

Stor ovepK passitrHs mpenkepyceKoli xMBONHCH w cIETy ero KPRTKOCTH cxeMaATHNEH. 
Ho pu nomuirke oxsatitrs c¢ OHM B3r4g40M TpymKO wAGEKATH exXEMATHIMA. 
Vicropmx, ecreemscivo, erpemirrex yrasiar® 8 HesyecT¥e OTUKy HCTOpIMECKOFO Passe 
tux. B xpeatepycexom uekyecrae pele MPHARTO OMUIO HCKATH NlOCTEORATESHO 
Mporpeccunice pasBitTHe OF cpessleBeKONOTT GYCMOBKOCTIOY K «(peALTRsOCTH HOBOTO 
spemens, Koanenmmit 10 socxoasutelt aNHiGt MpOTHBOCTONT NMpaMMMnamMbHAR: s1a~ 
‘ant, paciner, ynanox, Ha camom sere parirue pyceKoll wxonomucn ue Gxi0 
npmwommetimint. Bepunss: GoxaH esa mH He 8 KaxuyIO smOKy, GULIM HM naseHNEE 
 sacrou (8 actuoerHt, 8 Mockse 8 cepemunte XV neka). Viekyccrso asuranocy 
bileped H BMecTe ¢ TEM BCeTHa CTPeMALIOCD K AYXOBHIOMY I ICTeTHIECKOMY COBEP- 
icsioray. Bosbmyio poate urpanu ream: PyGnes, uorucnit w Kpewsiencenit mactep. 
Cys6y apesnepyceKott nkoHonHeH Hens39 npuHopansmunaTs & OGuIeTpHEsHAMOT Cxe- 
me crusiesoro pasautus Sanat, Caos paanirite ee 6119 cnoeBOmEIIO, Co CKANKAMIE 
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from Theophanes’ dramatism and severity in appearance, in facial expressions 
and in form and colour. Rublev’s art is one of the highest peaks in Russian icon 
painting. 

In addition to the fifteenth century Moscow school, icon painting flourished in the free 
city of Novgorod. Perhaps less contemplative than the Moscow school, it is no less 
poetic, refined in taste; it is close to the spirit of folklore. Novgorodian icons sparkle 
with ringing, festive colours, and there are secular elements in these religious works 
of art. Novgorod had no genius equal to Rublev’s, but as Novgorod art patrons set 
great store on icon painting, the majority of Novgorodian icons are distinguished by 
their very high level of execution, and it is not surprising that the Novgorod school 
won recognition earlier than the others. 

Pskov was the “younger brother” of Novgorod, but Pskov icons differ markedly from 
those of Novgorod. They display less artistry in execution but, in constrast, have greater 
poetic inspiration. The linear design is hesitant though expressive, and the colours 
are hot, burning, flaming with an inner fire. There is spontaneity in the faces, passionate 
feeling, ardent faith. 

Certain features of other schools have emerged over the last few years, including the 
Tver and Suzdal schools. Most clearly expressed are the individual peculiarities of the 
Northern school, which was based on Novgorodian traditions, but had a particular, 
leisurely air. This is the art of the village, of the peasants. In it one can discern hints 
of features of the decorated distaffs which were to come later; there was a simplicity 
of conception, a rather crude and clumsy manner of drawing, poverty of colour, and 
at the same time, an appealing sincerity. 

Towards the end of the fifteenth century a new star, Dionysius, appeared in the Moscow 
firmament. He was much indebted to his great predecessor, Andrei Rublev, but did not 
resemble him; this‘however, does not mean that he was the lesser artist. The art of 
Dionysius is a mature art, restrained in the expression of feeling, a lofty, contemplative, 
refined, noble and profoundly human art. Dionysius was a colorist of great delicacy, 
his colours are gentle, transparent, forming harmonious chords, especially in solemn, 
stately scenes involving great numbers of characters. But this is not the cold, official 
Byzantine art. Everything he painted is bathed in a warm effulgence. 

Dionysius exerted perhaps even greater influence on his contemporaries than did Rublev 
in his time. The poetry of his coloursis reflected in the entire art of the first half of the 
sixteenth century. The icons of this time acquired a narrative character, but the literary, 
didactic side did not obscure the visual attractiveness of the images. Some of the six- 
teenth century icons cover a vast abundance of themes, like an entire fresco cycle. 

The mid-sixteenth century brought a sharp change. The dogmatic debates over new 
icons and the affirmation by the Council of the Hundred Chapters of Church control 
over icon painters put an end to the pious fervour of the painters and at the same time 
to the heyday of icon painting. The Council upheld Rublev as an example to be fol- 
lowed, but in fact it severed the precious thread which had extended through Russian 
art since his time. The Stroganov masters attempted to draw on the Novgorodian 
heritage; in their colours and the minute character of their painting there are elements 
of artistry. As for the rest, icon painting becomes strictly iconographical, canonical, 
and aesthetically inferior to that of the previous centuries. Only in remote corners 
of the North, in the work of the village craftsmen, did the vein of free endeavour 
continue to pulse. 

This excursion into the development of early Russian painting is by virtue of its brevity 
schematic. But schematism cannot be helped if we are to take in the subject at a glance. 
The art historian, naturally, tries to perceive the logic of the historical development 
of art. It used to be customary to seek a definite sequence of development in early 
Russian art—from the medieval “convention” to the “realism” of the post-Renaissance 
period. But the conception of the ascending line is contradicted by the pyramidal one: 
rise, peak, decline. 

The development of Russian icon painting cannot in fact be represented by a straight 
line. There were peaks of success in almost every period, just as there were setbacks 
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and spells of stagnation (for instance in Moscow in the mid-fifteenth century). Art went 
forward, always striving for spiritual and aesthetic perfection. Individual geniuses 
—Rublev, Dionysius and the Kremlin Master—always played a great role. 

The fate of Russian icon painting cannot be fitted into the generally recognised scheme 
of stylistic development in the West. Its very development was highly capricious, with 
leaps and falls, with quickenings and retardations. All this demands of the researcher 
sensitivity to every twist and turn, to every achievement. Only thus can one discover 
the grains scattered everywhere which, if they were not always able to put forth 
shoots, were of enormous value in themselves. 

A historical study of icon painting helps one perceive its essence. What is this? Can one 
in fact speak of the essence of icon painting, when it is so diverse, so heterogeneous 
in its manifestations? At the same time, any thinking person who looks through this 
anthology of the finest examples of Russian icon painting will be obliged to recognise 
the common elements, the features linking the various centuries and schools and 
enabling one to mentally classify each item unter the blanket hading “Early Russian 
Icon Painting”. 

The nature of icon painting cannot be reduced to a simple characteristic feature—to the 
cult purpose of the icon, to style, to the world outlook it may reflect, or the technique 
of execution, which continued even when icon painting was dying out. The moral, 
poetic and ethical characteristics of early Russian icon painting found their expression 
in formal features—above all in colour. At times it was impossible to decide what 
depended on what. The forms and colours employed in an icon are of great spiritual 
force. On the other hand, the religious and philosophical ideas of icon painting were 
impossible to express in any other way than in the icon painting style. All this deter- 
mines the structural characteristics of icon painting, which distinguish it from easel 
painting of the post-Renaissance period, from Gothic stained-glass windows, from 
ancient Greek vase painting and Persian miniatures. 

Early Russian icon painting, only an infinitesimal part of which has reached us after 
all the wars, fires and destruction, was created by the devoted labour and creative 
endeavour of Russian craftsmen. Above all it was inspired creative endeavour. Only 
recently the early Russian icon painters were looked upon as mere handicraftsmen who 
obediently carried out the will of the Church authorities and their all-powerful patrons. 
They were, however, true artists. 

The British art critic, Roger Fry, expressed admiration for what he imagined to be the 
icon painters’ freedom from having to depict anything. He underestimated the repre- 
sentational side of icon painting, but early Russian painters did, in fact, have enough 
creative freedom to enable us to recognise them as true artists. 

Their creative endeavour, however, was of a special kind. There existed traditions and 
it was customary to obedy them. There existed iconographical canons which reflected 
the collective will and ideals of many generations, and these were handed down from 
century to century. Canonic types served as a point of departure. The artistry lay in 
their interpretation. Each artist, like the singer of folk legends, told his legend in his 
own way, adding to it something of his own, embroidering the canvas with patterns 
of his own invention. Even where painters abided by the canons all that was needed 
was a small deviation to give the theme a new meaning, new interpretation. The art of 
the icon painter is to a great degree the art of nuance. The paraphrases of old masters 
done by Van Gogh and Picasso, help one appreciate the value of what was created 
by the early Russian icon painters. 

In the Novgorodian Raising of Lazarus the enormous figure of Lazarus is stressed 
above the others; in his deathly pallor he is in contrast to the others, and he dominates 
them. There is something supernatural in the scene. The painter from Kashin abides 
by the traditional grouping of the figures, and Lazarus remains one of the group. 
Among the predominant emerald and other greens only the bright red garments of 
one of the witnessing group stands out. This decorative effect diverts attention from 
the drama of the scene. In the later Novgorodian icon on the same theme from the 
Kirillov Monaster the figure of Christ merges with the witnessing group, and his 
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BOSHOSHTER MpOpOK, B OCTLIBHIOM NPOpOx enma OTOPRALIER OF IeMUTH, OT YHeMIKA 
Eniuces, JTeuxatkie ropox —3To kak Gut eTymeHK ero BOCKOANCHIR. 

B nnyx Goutce nosamuex wxowax Heat wa xoslecHnue aakmO¥eH B oruenuti neGecHt 
pyr, ero yseunx Ezutceit ruterio muraetes ynepxaT® ero 3a Mattrino. Ho B onHoit 
MoH Tena pesko MporitsocTOsT 9TOMY KPACHOMY KPYFY, NeNOREK HAXOIHTER B OTO- 
sneitofi nycrore, B apyroit — ropoi noxpurrat rpanannt, KpyT, KOsIeco KomICCHHIL 
oa wKOHSI yxpAUIEHAE OpHaMeNTOM. THN CWIMBETE KOHTPACT MERAY MyCTEA 
nicit na 3evane W GataxeHcTBOM Ha HeGe. Motta pacckasuinaeT He 0 TULeTHOETHL YEO 
bovecksx yeurati, a 06 anodeose npopora. Out Gostee npaamAHsHa H HApRLLNA. 

Zine onbie VKOHSE apraxrena Muxainia sumosieHbt NOTE MO onKOH MpOpuCH, 
Kannuteeas xpacupa ceowsnt apontkHMM KpackaMn, (uirypa lot enumaeren co ener 
aint GoHOM, TeMMo-ciHthit xHTOH sbiNasiacT 1a 9ToI eReTOH ravens. STpocmABEKHE 
apxauren «aepartes» slyaine Ha socks, Ero Teste KPLiNa COOTRETCTAYIOT TeMHOMY 
AurTony, dburypa mporssonuT Gonee HelicrseMHoe, MyKecTBeHKOe BreMaT.IeHIE. 

B apyx sxirruinnsrx nxosax Teopritx nowri nce cuetst ero My¥eRHYECTBA BHINOAHEHDL 
To oattomy oSpasuy, No oMoft npopHeH. BrULAMO, XYMOXKHEM copeatiouaMce s1pyr 
Cc apyrom, Kax urambsuickHe mactepa Bosporteitis, Onuit wa IX erpesHrea & Gost 
well orsermsocri hope, OUrYpH Y Hero YeTKO OYepIEHM, ACE MpeUMeTHO M OCH 
temo, sue HepegoBane ALraHoD, B ero paceKaxe Gonbine paccyzoutoerH. JIpyroit 
XYMOMHUK GBUT Meee HCKYceH, HO ToubiMle 4YBeTROKALT UBeT. Packastenmiait MeTaZLmK= 
‘ecxutl Gai — opyaite mITOK cBRTOrO — ropHT y Hero RPEUM KApOM, ITO KACiMO 
Mocir Gone exaaounntl xapaxcrep. 

«Poxectvo XpscTone» sxouocraca Braroseutentxoro co6opa x <Poxsiccraor Ha 
Saennropona Taxxe BocKonAT x OnMOMY HepeHony. B iiepwOl, Goulee pastel ukoHe, 
‘ocofenno Kpacuba riuGicas durypa sastyMsupolt Borowatepi. Boe ‘burypst 1 rpynmst 
HecKosTbKo pasoGulents, Mex) MANIK MHOTO MYCTOT, KOMHOIULHN HeNHOro CkoRI- 
naa, B sxekuroposcxoit uxoue ¢bArypst cocranAsIOT HeYTO HepasimembAtoe, PITAMIIHIO 
arlozbiad nove, KOHTypa Hx NepeTeKAIOT OME B Pyro, WH Ogu duttypa He aBICHTCR, 
Bee cxutowsorex Apyr nepes apyrom. CoorserersenHo 9TOMY i MeRHIBe XPACKH 
‘OGpemMeNAT pH HOMO FoayGeix mpoGenoB. Iroro LoCTATOMO, HTOOHI B HKOKE 
BocropxecTHowa AYX palloctHoii nactopamt. B cyuHocTH, ona Gosiee pyGnenckast 
To ayy, 4eMe KOM #3 KPeMulencKoro cobopa, 


UroGu nofirH » xynoxecrenmut Mup HxOHE, compeMeinOMY HeOREKY HeOBXOMTEMO 
epABINTEALHEIM Nay-eHHEM IHOH PASBHTTH B CeGe CHOCOGILACTH BIIKATS B MeANA 
ume oTCTYRIeMNs OT KaHON, B ToHYAlIUNtE MOA, 

B nloctanossenax Crorstasa rosopitrcs 0 TOM, NTO HROHONMeUY HasLteKuT Guth 
‘eaupenty, xpOTKY, Guiaroroseliny, ne mpariHocsioBy, He eMexoTBOpHY, He cBapsTNRY, 
He samicrAY, He TpaGexnuny, He yOuiny>, Ho, BILTHMO, FaRHOe, STO OF Hero. 
‘rpeGonasit, —970 4roGi wero comaHUAX He MpoANAcE cAMOCTORTemHOCTD,WCaMO~ 
Moimutetnte». So eitRa a He eAINCTHEINOE CHIKIeTENKETBO O TOM, Hero OxUsAAM 
W TpeGonanu OT WKOMONHCHA momH Toro BpeMeHH. HO 9TO HUKAK HembaK cMLTAT 
Xapakrepnerimoft Toro, eM pyccKae HKOKOMHCHD! BENTH Ha caNOM sen, OztHo ne- 
ComMCHHO: Hx CHHTTAsI AHOMBNAH BEACOKOTO HpaReTBeHHOrO HiAeaza. Vi nelicTaMTENBKO, 
CaM MaMATHKH HKOHORNCK TaKORGE, ro UX MOFNH coBRATS TOnEKO MozH Gorarolt 
Ayxontoil aUHMt x Gosbuoft ayum, He OGeaTeTAHO cOBMOAABUIKC HepKORHEIC OC- 
PADI, Ho FayGoKo YGcAuteHHBIe B CTHHHOM IpABIINBOCTH Toro, #TO OH BomMeMLAZT 
{cROUM HexyecTBOM, JThoN, IpeHaMHLe CBONM YORKICHURM, HECOMHERATOLIRECS H YARE 
LHIKaK He PaRKORYLINBIE K TOMY, FO MEIXOAMTO 3 WX PY. 

Tay6oxax venoneusocrs apesiiepyeckolt KONE He TONIBKO R TOM, ro GobuNHCTRO 
WX nocasmeHo oGpary nipexpactioro, nomBuuleHHoro yenopeKa wim GoroueToneKA, 
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arresting gesture loses force. The figure of Lazarus is one of the crowd. The whole icon 
expresses the agitation of the people, amidst restlessly depicted cliffs and architectural 
details. 

The Prophet Elijah and the Fiery Chariot icons provide equally striking examples of 
free, creative interpretation of the prototype. In the icon from Pskov it is only the red 
cloud and red horses that indicate the heavenly spheres to which the Prophet is ascending. 
As for the rest, the Prophet has scarcely left the ground and his pupil Elisha, and the 
hills are only the steps leading to his ascension. 

In two later icons the Prophet Elijah and the chariot are set within a fiery heavenly 
circle, and Elisha makes vain attempts to hold him back, seizing him by the mantle. 
But in one of the icons the two figures are directly contrasted to this fiery red circle, 
and man is depicted in a void. 

In the other the hills in the background are covered with grass, and the wheel of the 
chariot and the borders of the icon are decorated with an ornamental pattern, which 
obliterates the contrast between the wilderness on earth and heavenly bliss. The icon 
tells not of the vanity of human efforts, but of the apotheosis of the Prophet. This 
icon is more colourful and festive. 

Two Archangel Michael icons from the Deesis Ranges follow virtually the same sten- 
cilled pattern. The one from Kashin is very beautiful with its resonant colours, the 
figure of the Archangel almost merging with the light background, and only the dark 
blue chiton contrasting with the light gamut of colours. In the Yaroslavl icon the 
Archangel stands out better. His dark wings harmonise with the dark chiton, and the 
figure leaves a much more effective and masculine impression. 

The two icons of St George with Scenes from His Life have all the scenes of his martyr- 
dom executed after the same pattern, the same example. Evidently the painters vied 
with one another in the manner of the Italian masters of the Renaissance. 

One strove after greater clarity of form, and consequently his figures are clear-cut, every- 
thing is material and tangible, even the sequence of his planes. There is more rationality 
in his narrative. The other painter was less skillful but had a finer colour sense. The 
red-hot metal bull—an instrument used for the torture of the saint—presents a hot, 
glowing patch of colour. This border scene has an almost fairy-tale quality. 

The Nativity of Christ from the iconostasis in the Annunciation Cathedral of the Moscow 
Kremlin and another Nativity from Zvenigorod are also derived from the same original. 
The first, an earlier icon, shows a very beautiful figure, the reclining, thoughtful Virgin. 
The other figures and groups are depicted separately, there are many empty spaces be- 
tween them, and the composition is somewhat constrained. In the icon from Zvenigo- 
rod the figures present an integral whole, they fill the field rhythmically, their contours 
flow from one to another, there is not a single figure that towers over the others, they 
all pay homage. Consonant with this, the colours are united with the aid of light blue 
highlighting. This is sufficient to give the icon the spirit of a joyous pastorale. In essence 
it is closer to the spirit of Rublev than the icon from the Kremlin cathedral. 


Ill 


For modern man to enter the artistic world of the icon he needs to develop within 
himself the ability to perceive the most minute of deviations from canons, the finest 
nuances, by means of a comparative study of icons. 

The decisions of the Council of the Hundred Chapters decreed that the icon painter 
should be “meek, mild, pious, not given to idle talk or to laughter, not quarrelsome 
or envious, not a thief or a murderer”. But evidently the main demand was that the 
painter must show no independence, no “thinking for himself” in what he painted. 
This, perhaps, is the only testimony of what was expected and demanded of the icon 
painter by his contemporaries. However, this cannot be regarded as a characteristic 
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Mextonewioor» » TON, ‘9 wee, TO 8 IKK HOGRAXKCKO, CopaaMtepto pasy MENTO, B= 
Cran H MepexTIBAHIEEME YeNOREKA, MPOLINIO Hopes FOpHALIO OTSIEBSUBOIT YeNONeHC- 
‘colt ayunt, oKpaurenio ero conepexunaniten, Ect ofa nparottestian ocoBeswiocre 
KOH, KOTOpAK epary Gpocactes B rasa HyxECTpARAM, OF 310% ocoBenHoeTH 
Moxkio ckanars enosann Forons: «B aux er <peaMepttoli BOCTOPACHILOCTI, ‘KcsAlbe 
‘TAMING, HO UapirT coKofiuax cna... HeoGbieHoseuntslt MPH, poxstentsi Rep 
XoBWo TpesbocrHIo yoru». MONK MpOUNRHYTH TyGOROM YOeAACHHOCTHIO, KETO 
‘bepolt, #10 ont He nepexoauT m palkarHseckyto erpacritocTis, 

B apestepycenoit nkowonten Blupasitioce cTpeMeHTe NenoweKa ACTark Ham caMuNt 
Co6ofi, HomsTEes B ropmte cepsl, HO ITO He MpHMOZUT ero K MPespenttio K nAOTIE, 
 Gops6e € mcit w ayxe nocrownx acketon. B cBoeM MOpLibe K BBICOKOMY HenoDeK 
He Tepser eriocoGuocTH scKOBO EMOTPETE HL MiP, JMOGOBATKES TO PesBKIM GcrOM 
oUIaOR, TO NACTyuIKaNIH € HX OBeHKANH — CHOHOM, aceiE IeMHOM TBApHIO, KaK Mpite 
WurTo Gsut0 Tora rosopItTs. 

Hpancracuusié 06am raopua apeHepyccKait ukoHOMHH ckaatIMAeTeR B Ero OTHO= 
Wen He ToABKO K NOGPY, HO HK ANY, KO BCEMY, MpiOcHueMy -tenoBeKy rope, 
TIpeawepycexwit xyzoxiwts yacaetonan arrritiioe HpencTaBieNHe o KeIsGexHocTH 
emoneseckoit Tpareximt m crpatasutt, mpooGpaaoM KoTOpHAx cuitTa erpactH Xpuc- 
Tons, Ho 8 OTsMHe OT cROAX SanAAILIX COMPEMeHNNKOR OF He CKITOHeH Bua cit 
KoM sostro OcTaianaMBaTbcH Ha ropecT#X YenOReNeCKOTO cyWLeETRORAIM, Ha RO 
Mesa SoxkecTRa Mt Ha KOSHIX aBaNO.TA. EMY seamaKoMe Stano ToMuresbtoe 2m 
Cpentienekonoro wenoneKa wyKeT3O TpexounocTH cnoeik upMPomb H cHoel OGpeNeH- 
oer a erpanaina, BoToM oTHomeHmt on GonbUe HAMMINUK, MeM ero ysurrent — 
‘susanrraiinas, H norosyy eMy yaaete mpeomosieTs Bee MpANHOE 1 cypOROE Hm XIE 
‘THaKCKOH nereHite. 2KusM Xpucra B ero NOMMMAHIN, KAK W oxHIHE KAAZIOTO NA 
BemitRa, caRTOTO, — 9To NpAsNK, TOPRECTAO, KoHeWHAA HOGem .7OGpA x mI0GeH 
Haul 30M H -kecrOKOCTHIO, 

Ha ommofi ixone Boromarepi XIII—XIV sexou ws Tpersaxoncxoit ranepen pyko10 
ce mmanembuA HareaHa uesIa MONTH O CHACEHIOL KUSH KiNSR H apxnemicKona 
1 06 wsGanteunit of Hawecrans HKoNIeMeHIX. HeKoTopie asTOpA! cxmtTa/H, 70 
Kaokitas apennepyeckas nxoHa nonOGHa BxarovecTHBO! MosurTHe, BO BeAKOM ciyxae, 
B offoxy pacuseTa HKOHOMCH ITO OBLIA He MOMHTRA, HeTOPrHyTAS erpanaltuess, ne 
Mom156a © THOMOND 8 MUMYTY OT¥asHNs. Sto — cnerinaM xBAza BLCUIIEM CHARM, pa 
OcTHoe yrneprKelNE Cero CYLUETO, POXEHHOE YREPENNOCTEIO 8 HESGEKHOM TOP- 
2eCTRE CTPAREALMIBOCTHA, MPEAYYSCTBEM CACTI, KOTOPOTO eOBEYECTHO aac) 
>xausaer. 

B xorran Coprux ronopures 0 TOM, 470 oH BoaEen xpant Tpomtsi, «1a6n noape- 
me Ha cBsryto Tponuy HoGexaaste crpax HeHaRHICTHO posi supa cero». Ini 
cnopa HNeIOT OTHOMIeHHE He TomMKO K auaMeHNTTO! uKoste Py6082, HO st KO Bceit 
Apesitepycexoit mrortonmien. Cann mpexpacinie HKOHE COMLABAICH HE TOABKO JI 
‘Toro, "OOH ta MEX MOMIUINCE, HTOOM 28UBAIH OT MUX HOMOUI, HeUeNEHIS, HO 18 
‘Toro, ¥TOGH, BBUPAA Ha HHX, Ha HX KPACOTY, NesOBEK HAXOMIN Yrewene, palocrD, 
cornacie © Mupow. B ocHowe cHoeli ixoHa Ke nponOoRENs, He OB:ieHenHOe B KpACKH 
asutasme, Ee upancrsenio-nocnuraremias cua mpuxonur x xelierae, Koran 
-sIOzH, BaUPAs Ha nee, MpesIIOTeR x}DaoKecmaeruoMy cosepYaD. 

Conpemenntit seonex B caoux wosspenusx aateKo yules OT moze [Ipesteit Pycu. 
Ho B oatiom orMomeniut enty ecrs YeMy y HX Tloy4HTHEA: YMeNHIO paccmarpanaTe 
HekYCCTBO, BAHBATECK, BYYBCTHOBATKCK B Hero, DAKTHMECKHE CBeAeHBIR 0 TOM, KOA, 
Fe HREM CO3TIAHBL MANTIOTKH, TOM WSHM BAMAMHEN HH KOTO OWN CaN nr, He 
B CHLIAX OTKPHTR eMty Mp apeHHelt weOMOMMeH, FlyTe 9py;itron, yAterouMX mpoLaETs- 
PORATL TEXT, HO He CHOCOGULAX ero KeTOsIKOBATD, — 910 OKOMEUDIE YTD K HeKyCCTBY, 
Aysosnuli sp YeHosexs, cosiaBMlero pYecKyIO NKOKY, B usBECTHOH Mepe cKaL 
Saitex 8 ee OOpasax. B caNruIx AApERKUX HKOHAX, 8 BONIOOKHX JOHOUIAX H >keHAX CKBO- 
Sur anTusHa oGnecTD, wEEeCKAL xpacoTa. B XII sere 8 uKoHy MponNKaeT Me 
Paxeime MynrestHOlt naojicTReHHOCTH — wean casTOCTH! — oto HaNpmaenHe 
Bomm, nara WeKoea, eyPouoeTs H neNasTe @ vax, B-ulcto pyceKHx texouex Hxomta 
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of what Russian icon painters in reality were. One thing is beyond doubt—they were 
considered people of high moral ideals. 

The icon paintings which have survived to our day in fact show that only people 
with a rich inner life and considerable intellect could create them—not necessarily 
obeying all Church customs but deeply convinced of the profound truth of what they 
were proclaiming through their art. People with a selfless devotion to their convictions, 
with no doubts about what they were doing, and certainly not in the least indifferent 
to what they were producing. 

The profound humanity of early Russian painting lies not only in the fact that the 
majority of them were devoted to depicting the image of a fine human being with lofty 
ideals, God in human likeness. It can be seen in the fact that everything that is depicted 
is within the bounds of man’s knowledge, feelings and emotions, and has come through 
the cleansing fire of the sensitive human soul; everything is coloured with human 
sympathy. There is one precious characteristic feature of icons which strikes the eye 
of the foreigner immediately. It can be summed up in Gogol’s words: “They have 
no inordinate rapturousness or exaltation, but are dominated by a calm force... It is 
an unusual lyricism born of supreme sobriety of mind”. Icons are imbued with a pro- 
found conviction, a pure faith, but this never develops into a fanatical passion and 
does not lead to loss of a sense of proportion. 

Early Russian icon painting expressed man’s striving to rise to higher things, to ascend 
to lofty spheres, but this striving did not lead him to despise the mortal flesh, to fight 
against it as did oriental ascetics. In his striving after things lofty he did not lose the 
ability to consider the world in a kindly, sympathetic way, to enjoy seeing galloping 
horses, shepherds with their flocks—in short, all the creatures of the earth. 

The moral make-up of the creators of early Russian icon painting is reflected in their 
attitude not only towards the virtues but also towards the vices and everything that 
brings man suffering. The artists of old inherited from Greek antiquity the idea of the 
inevitability of human suffering and tragedy, a prototype of which was the Passion of 
Christ. But unlike their Western contemporaries they are not inclined to dwell too long 
on the sufferings in man’s existence, on divine retribution and the tricks of the Devil. 
The painter of old did not have the sense of original sin and his own damnation that 
so troubled medieval man. In this respect he was more of a pagan than his Byzantine 
teachers. That is why he succeeded in overcoming all that was gloomy and forbidding 
in the Christian legend. The life of Christ, as he understood it, like the life of any pious, 
saintly person, was a festival, a splendid thing, the final victory of good and love over 
cruelty and evil. 

On one thirteenth-fourteenth century icon of the Virgin (Tretyakov Gallery) the owner 
wrote a whole prayer for the preservation of the lives of the Prince and the Arch- 
bishop and delivery from invasion by aliens. Some authors used to consider that every 
early icon was comparable to a pious prayer. At any rate in the period when icon paint- 
ing achieved its height this was not a prayer evoked by suffering, not a plea for help 
at a moment of despair. It was a glorious paean to superior forces, the joyous assertion 
of all living things, born of a conviction of the inevitability of the triumph of justice, 
a presentiment of the happiness mankind deserved. 

A Life of St Sergius tells of how he built the Trinity Cathedral “that he might vanquish 
the fear of the hateful strife existing in this world by contemplation of the Holy 
Trinity”. These words apply not only to the famous icon of Rublev but to early 
Russian icon painting in its entirety. The most wonderful icons were created not only 
to be worshipped, not so much in expectation of aid and healing, but so that man, 
as he looked at them and their beauty, could find solace, joy and concord with the 
world. In its essence the icon is not a sermon, not an exhortation clothed in colour. 
Its moral and educational power is brought into action when people, as they gaze 
at it, give themselves to artistic contemplation. 

Modern man has progressed very far in outlook from the people of Ancient Rus. But 
in one way they had something he could learn—the ability to contemplate a work 
of art, to live, to feel as one with it. Purely factual information about when, where 
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41 BSupACT npaMbin, OTKPMITBIM Bar‘asIOM. B HaposiAX npenerasnenEK — >To no6- 

60 ot poli, Hocrynimit npaseaHHK uw oMoMNNK crpwxnyuMM. Deo*adia cxioa crane 
TaHyTS K aymeaKoit ctoxHocrH, Ho PyGuIen B cane Criace, m Mane, ocobenio 

S082 B CBOUX ANTENBCKNX sINKAK HaMest TY JOGPOTY, HeAHOCTY Ht XPYMKOETS, MOUTH He- 
sewmnylo BosBLIIeKtocTH, KoTOpaR Ha Pyeu Gina Mpuatiawia npesieaADN COBEpINENCTRA, 
Creayer cute Benosnrs sma % HOBFOpONCKHX HKOHAX, NOM Boerne O¥eHs cep 
‘xaHNbIe MO BLIpAXeHINO, CocpeHOTONEMHBLe, NOpaxAIOLUIKe eBoeit aTHHECKOF CULT, 
Hi wapaay © oust no Hlekowe 8 uxouax slid rnyBoKo AsRONMOBAIIMTE, TpenOANHIe, 
Honxynaioume caoeli wexpeunocrsio. M, Haxonen, y Jbiowuens n ero uKOHaX © 1I0- 

159 Gpaxenuem smrponomuron Terpa u Anekens YesoueR jocruraeT TOM orpeumen 
MOcTH, Toro TOrpyAeiniA B COSepHAHHE, KOFOPHIE HOMULTALINCH K&K BBIPAREHHE caMtolh 
sossbmernoit wpascrseHHot wicrori npanenHuKa, B XVI neke npoctanaetes utrrepec 
Kxapaxrepromy. Yiuaxowoxne «Chace XOTH W MCAAHCh To «nTOTEKOMY YathICAy», 
Ho mauio 40 ronopsT cepa wesIOReKA, 
Econ uxony Hema Ka3BaTb OKHOM B peaLtbHbill Mp, TO ee KasnIMaLOT OKOM MnP 
orycroponmnii, Onwako 8 9TOM mpoTUBoNOcraRHE eMINKON BEICTyMAET Kali 
‘ronexnit ayamis. Mexuy tem apesMepyeckas UKOHOMIC eTpentinace ATS npen- 
Tansee 060 nceMt wpe B tleH1OM, He TOYHOE ero BOcHPOWIReKeKHE, a BOETO MHI 
mogoGue. Kax nomaraad MBIcmutTesut TOTO BPeMeHH, ZOCTATOWO AAT OTHy Manyio 
‘aeTs, wroGEt 10 Heil cocTaRiTTs ceGe npencraRnenne o nero. Het ocwosasit cx 
‘TaTb, 4TO spesuepycckue acTepa PaccMArpHBArIE eHOE HeKYCCTHO BOETO stl Ke 
nog nooBpaxemiz, HaoGopor, om Geum rayGoxKo yaepena B TOM, HO HeKYccrBo 
act BOSMOAHOCTY NPOWMKAYTS B METHHY!O MIpABAY, KOCHYTbeR NocAAHHX “Tait 
Gurr, W oH Guim o-cBoeMY pases. PyccKHi YemoneK Guin Tora xe HOBO 
SHATeNIEH, CTPEMMILICA AOIMATICH BeeTO, ONCKATHCA KOpHe!. Dry NoTPEGHOCTS y.n08- 
slevBopsina Torna He Hayka, ¥ax 8 HoBOe npeMst, a Nu, ereHNs, Kanata, TOMI 
Mnexycerno, Takue nponssenetit wapomuoro raopreerna, Kak «FonyGuux kuna 
une «Boece Tpex cexTwreneiy, esaaeremscrayior 0 erpactuioit norpeGHoeTa sO 
yaar’ © nopalyke, corsacio KoTOpOMY yerpoeH Milp, 
Vepapainieckast neermma, mpanuuiasHocrs, crepkiienas Och, UeiocTHOCTE, cOnom- 
‘HREHKOCTH YacTelt — BOT ¥TO MpHSHaRanocs OcHORO!! MUpoRaro HopaTKa, 8 ¥eM 
[Bie cpeseTso npeononeHus xa0ca H TELL. 10 NpeRCTABAEINE HaNlLNO Co6e MAI 
PaxEHNe B caMoit erpykType KaxiOH mKoK. XpweTHaNCKH xPaMt srbiemMATER Kak 
onoGue Mapa, KoeMOCA, A KylOsI — HeGocaoRa. CooTReTeTBEHHO STOMY ena. st 
He KAVA HKOHA TloHUMAZIacD KAK MoMOGHE XpaMa K BMCTe C TeM KaK MOET 
ocmoca, CoppeMeitistit venonex He MpHHMMSeT sIpeBHepYCeKOro KOeMota, 1" NETO 
TO neerO HU 2esTAeMOe, BBUTARAEMOE 3a CyINe®, KAK MUP ApeRSTAX XO-COKPATHKOS 
W mubaropetinen. Hom ero we MoryT He MLIeHATE HopoxaeinMEte STN BOSSpeHIEN. 
TAOAL HooTHNecKoro TaOpHECTHA: CBeTNAI KOCMIYECKH NOPRIOK, TOpKeCTaYIOU 
‘ay CHLTaML MpALIOTO XAOCa, 
B wpe apeniiepyeckoit uxomst YexONevecKoe HasATO UMteeT OrpoMHoe SHaverHE, 
TIpasaa, rani npeaMer wKoHORHeH — 370 Goxecrso. XpucTuaveenii Oniesn 
HespaMo H HEMOCTIEAHMO aceraa NpucyTCTAyeT w uKOHE, OxnaKo GoxecrBo pacKpLi- 
aeTea HOA BONLTOTHBUMIMeA, OvenoResMBUTIMeA. XpueToe u BoroMarep» — 310 
BOIBHILICHHMIE YesIOBYECKHE OOpasKt. OOM OH He MpeBocKonaT YenOBeKa Mo 
(cBoUM pasnepaMt. 3AKOH pasHOTOOBHA, HOKehastia — wepxonnutt 3aKOH penne 
pycexoll meoHomicu. CMeprubie He MpoTUBOCTOsT CARTKIM, KAK HHFMeN BemuRaHaN. 
B xmtpe kot eonex me uyacrayer ce6s noTepsHKKIM, Kak MOCTOWNMe apKeTHt 
1 Gearpanuensix npocropax apenueeiraiiexoro nieliaaxce. Uesonex 8 iikoNoerace a- 
XomuT ce6e MecTO epenu HeGectIOlt NepAPXIN, cOcraM:IRET HACTD MIPOBOTO OPHAKA 
1M 3TuIM yTBepxKARET CBOE AOCTONNCTBO. 
‘Apennepyeoxas Weotionmtce He OrpaKnunsastace OGMNNMK MpeACTARTeNHAMH © stHpe. 
Ona sonmomana wx 8 wo6paxcsunx coGsirait us xWaHM Xpucra, Mapu H cusrssx. 
B ctpewsteHint JonckaTbes OcKoRs! ection ora cpesH MHorOMETENILIX pasx0o6- 
PABHEX MoTHBOR sbiGupata naHBONee TlocToAUMILIe, YeroHMKBNIE, OGUIESHASKMDIE. 
151 Taxon cuicist poxcacris cxaror ¢ TopxecTReIO HoMIeKaltieh poxeMTel, clleHbY 
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and who created works of art, under what influence and what influence they themselves 
exerted cannot open up to modern man the world of ancient icon painting. The path 
of the erudite who are able to quote authorities but are incapable of interpreting them 
is a devious one in art. 

The spiritual world of the creators of Russian icons to a certain degree influenced the 
representation of man in icon painting. In the oldest icons, in the beautiful-eyed youths 
and women there is a reflection of the valour so esteemed in Greek antiquity, a pagan 
beauty. During the twelfth century an expression of agonising duality—the ideal 
of holiness—penetrates the icon; it is depicted as intensity of will, a sidelong glance, 
a stern and melancholy gaze. In the purely Russian icons St Nicholas contemplates 
the viewer with a direct, frank gaze. According to popular ideas, St Nicholas was 
a kindly, saintly man quite accessible to all, ever ready to help all suffering people. 
Theophanes the Greek was inclined towards the representation of spiritual complexity. 
But Rublev in his Saviour and his St Paul, and even more in his angels, was able to find 
the kindliness, gentleness, frailty and almost unearthly loftiness which were the recog- 
nised acme of perfection in Rus. The faces in Novgorodian icons should also be men- 
tioned—they are almost always restrained in expression, with an intent look and 
a striking ethical strength. Furthermore, the faces in Pskov icons look profoundly 
stirred and anxious and have a winning sincerity. Finally, in Dionysius’ icons of 
St Peter and St Alexius, man achieves that degree of remoteness, that immersion 
jn contemplation which was looked upon as an expression of the most elevated moral 
purity a pious man could achieve. In the sixteenth century an interest in individual 
characterisation appeared. But Ushakov’s icons of the Saviour, though they were 
painted “in a flesh and blood conception” say little to the heart of man. 

While the icon cannot be termed a window onto the real world, it is often called the 
window opened onto the other world. However, in this juxtaposition Kant’s dualism 
comes too much to the fore. Early Russian icon painting aimed to give man an idea 
of the world as a whole—not as a precise picture but as a likeness. In the words of the 
thinkers of that time it was enough to supply a minor part for the man to be able 
to acquire a conception of the whole. There is no reason to consider that ancient 
painters looked upon their art as only the fruit of their imagination—on the contrary, 
they were deeply convinced that art enabled one to penetrate to the truth, to touch 
upon the supreme mystery of life, and in their own way they were right. The Russian 
has always been inquisitive, has always tried to get to the root, to the core of 
everything. This need was satisfied then not by science as in later times, but by myths, 
legends, poetry and art. Such popular legends as The Dove Book or The Conversations 
of the Three Church Fathers give us an idea of the passionate need of people in those 
days to learn about the order prevailing in the world. 

The hierarchal ladder, the pyramid, the pivot, the integrity and the subjugation of 
parts—that was what was considered the basis of world order, and the means by which 
to overcome chaos and darkness. This idea found its expression in the compositional 
structure of every icon. The Christian Church was likened to the world, to the cosmos, 
while the dome was the sky. Accordingly, almost every icon was looked upon as 
a likeness of a church, the model of the cosmos. Modern man does not accept the early 
Russian cosmos, for him it is only wishful thinking, like the world seen by ancient 
scholars before Socrates and Pythagoras, but even he cannot help being enchanted by 
the harmonious cosmic order triumphing over the forces of dark chaos, brought about 
by the poetic expression of these ideas. 

In the world of early Russian icons the human element was of great importance. True, 
the main subject of icon painting was the deity. The Christian Olympus, though invisible 
and incomprehensible, is ever-present in the icon. However, the deity is revealed to 
the people incarnate, embodied in human form. Christ and the Virgin are ennobled 
human images. They do not usually surpass man in their dimensions. The law of 
isocephaly was the supreme law in early Russian icon painting. Mortals are not 
contrasted to saints, like pigmies contrasted to giants. In the world of the icon man 
does not feel himself Jost as do the Buddhist sages in the boundless spaces of early 
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OTHAUIE eTO B YHeHNe, TOpXEeTHEHHMIC cueH ero HOCHAMIEHHA B cal, EFO jeERHA 
do Gare Apyrix moseit m, HaKoNeH, HocHeMMe cueKKL — yeneKHe H norpeBeHne, 
8 KOTOpHX ero slexallian dhurypa oOperaet Kouewtt NoKOl. Bee 90 mpesteTanuicHo 
3B HKOWAX He TOKO HAFZALHO, HO M MpoHMONeHHO. Karka HOSA, KAXKTAN OCaNKA 
Hpavemunka, ero BATsIa W CAEPAANHA akeCT PackpLInAIOT wHHIYTpeHeTO HesOREKW>, 
Cea pana TpasiIHOHHEX TeM apesnepyecKol! HkoHonTICH GUL HeKOTOpHIC 
ocosentto ioG ue, 8 HEX BIPAIHUNCe CAMDIC 2aReTHIME HapOAIEELE MPECTABIEHHA 
Dro oGpas Boromarepu c muiastenuem, Bocceyarouell Ha TpOHE Hepes MILOFOKYTOA 
MBIM xpaMoM, OKPYARCHHOH couMaNiK BOCHIERAIOUUIX H MpOeABNATOUNTX ee TOR, — 
40 Tobe patyeres». [Apyroit wutcTo pyccxoro npoucxorxitemi cloxkeT — 30 HOGpA- 
-xesute Boromarepi xax noxpomwrensiuuss sozeli, paccramoureit naa mM eBoit 
Toxpos, B omtost c:ysite smiKyiouee YesonetesTa0 BocKewaer Boropoauny, 8 apy 
Tom — otto mer oT Hee oMoUNH x cnacean. O6a cloxeTa oGrKLOTeH, B HH 
HoepKuBacrca OGuee. STK MONE MOKHO HAIATS coGopENARL, TAK RAK B rt 
coppaHo smoxecTaO sHoLeli pasMiCIHBIX sHHOR H LOCTOUETR H OMA pecCTARAROT 
‘bee enosevecTHO. ITH HKOUIB: MOKHO Take HEIMATH NopOREIAM, HOCKOMKY 1 1 
MHOTORPYCHIOM cTpOEHNH KAK Gor BIPASHA CITHOCTH FodocoR ApenttepyecKOTO 
pactena, TIpmstevarentio To, ro m NeKOTOPLIC APYTHE ClOAKETLA, W HACTHOETH yore 
tne Boromarepu it juwke pactixTHe, HajteaSIOTCH YePTAMIL, KOTOPHE POLAT HX € XO- 
POBBINIK HKOHLAMH H TPeBpAUiAIOT B PaOCTHOE lIpesIcTOREIHE H B CAD. 

Cpean cioxeron 1 MOTHBOR, KoTOpHIE OCOGeHHO NPIULKHC Ko Aye stoNAM JIpen 
uieit Pyou, enexyer wassar® pyGnescxuit TH Tpomna: tpa ¢purypi, tome apy- 
“RCOKOTO PacmONOXeuIEN sIPYT x APYTY, cocransoMUIe saMKuysyKO rpynny. Py6nee 
Buapaaitt dro cocromMie ¢ HanGosteiLedl Nar-¥sHOCTHIO H HICHIFesENIM HALUECTBOM 
TIepenesis ero KonmosmuuNt, eBOSOMELE BApHANHHL a ITY TeMy HOCTORNKO ReTpE- 
Malovea B pyeexix HxoHAX, ocoBetHo y JLuoKTHeis, 

Apeonepyeckax uxotionics — 9r0 ucKyceTao chMBomINtecKoe. Mine 910 mHpoKO 
Pacmpocrpaverto, OnuaKo # HoMKMAMEM cuMBora B APeRHIEpYCEKOM HeKYeeTHe cer 
Pasworacns. OSLuIO cKMBOANSM HKOHLL CBONRT K CHMBOAMIECKIM cIONCTAM Mt 
MoTHDaM, B KOTOPSIX TO WAI sIPYFOE HOAOAEHHE LlePKOBHOTO Y'CEIRA OMTHTETBOPHUOT 
Yenoswo pire sburypHe WH mpeWeTEL. Tak, HANpUMeP, -KeHeKAR purypA Ha 
‘Tpowe © KpLUTBANE cHMBOsUKsHPYeT Cogito TIpeMyapacts Bowiso, ckerieT ¢ Kocoit 
BepXOM Ha Bepe CHMBOMISHIPYeT CMEpTL, cBe¥A Y eMepTHIOrD o”pa—euMMaoN AyHM, 
‘yatta — ewnenom xeprats ir. 2, Ostako 37o ekopee azieropHat, YeMt eHMBOH, cKOPEE 
{YenOpuKle aHAKIT, Hepes KOTOPHE MepeTaIOTEX HONATHS, BOIHNKIUME BIKE xyOKeCT- 
Bewnoro TRopaecrBa, 

Cuyenommam Hixon! uMeeT Gomice IuMpoKuit CMBIEN H KACaeTeR He TOABKO OTHENBHIBI 
MoriBop, Ho pactpocrpansieTe Ha BCI HKOHTY B HeNOM. B ocioRe ero SEAN Wy= 
‘mee 19 noaaeartraauoi >y-tocodmt (Tloes0-[wounewii Apeonarst) npeneraaziene, 
Cormac KoTOpomy B Mutpe PeUsttTeMAO BCE — ncero sm OGonOYKA, 38 KOTOpOH 
expHiBaereA, RAK AIpo, uCriHMAlt CMbIcs. TaKoe HlouNMaHKe GuiTO R abiCuTelt Cre 
Hen NAOTBOPHO ZW HeKYCCTBA, TAK KAK s1AHANIO XYOKEMKY YAePeHHOCTH B TOM, 
{17O OW B OGOM mpeaMeTe MOKET Jar MpeNCTABHeHHe © MHOFOM APYFOM Ht, TB 
Noe, 0 wipe B uenoMs, 

Ha nepnssit nara xaxceres, simp ukouts orpauuien, npoct x Heaanuienonar. Memsty 
TeMt xaagbait NONHMAeT ero B NepY CHOU MIETEAMIEKTYaBUBIX ROaMOAHOCTER, OK 
3aMexalor TOKO seTeWIAPHNE cloxeTHL, HKONOTPADMIO, APYTue AIMKAIOT B GOrO- 
cnoonexvit HostrexcT, TpeTbM WYT cule ZANKUTE H YTAUMIRAIOT 3a BCeM ITEM. Ape 
cTanzeHii 060 nceM Mupe u OG nceM HesIOREYecTRe. XynoxecTReHHOe NPOHIBC- 
aaenile mpuoGperaeT oTcIona HecKOmKo "wade, CrPYKTYPA ero OkAAMIBAETEA MO 
Tocsofisoll. 370 sarpysusteT BOCMPUNTHE H HCTONKOBALTHE RKONM, HO BMECrE ¢ TEM 
oGorauiaer ee comtepaaunte, K 3tOMy HepexKo IIpAMELIKAAETER OTRIEYENHOE Goro 
‘cuosexoe ruyGoxonbicsite, Ho 8 PYCCKHX HRONAX eTO TOpxIAO MeMbiLe, eM B OTH 
ecru BHTpwxax. Bropoli eMuies He mpemtiaMepeHto BKANMIBATCR A HCKYCCTBO, 
OH BosHMKaN HenporrsBosIbHO, Bropoe sHaKeHHe IM1OKO M YRNOKRO, er HepenKo 
‘TPYANO ONePTHETY, HO 9TO He yManseT ero pom, suGKocTe MpUNaeT eMy xUBOCTE, 
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Chinese landscape painting. Man as represented in the iconostasis is able to find his 
place in the heavenly hierarchy and constitutes part of the world order, thus asserting 
his dignity. 

Early Russian icon painting was not limited to general ideas of the world. It embodied 
them through the portrayal of events from the lives of Christ, the Virgin and the Saints. 
Striving to penetrate to the very foundation, it chose, of the numerous and varied 
motifs, the most constant, stable and universally significant ones. Examples are the 
scenes depicting the birth of a saint, showing the exultant, reclining mother; the scenes 
of his being led to his tutor; the solemn scenes of the ordainment; events from his life, 
devoted to doing good to others, and then the final scenes of the dormition and 
entombment, in which the saint’s extended figure acquires final peace. All these are 
represented in icons not only graphically but also with great significance. Every pose, 
every posture of the saint, his gaze and his restrained gestures help to reveal the soul 
within. 

Among the various traditional themes of early icon painting there were several partic- 
ular favourites, which seem to express the innermost hopes of the people. This is the 
image of the Virgin and Child, enthroned, against the background of a multidomed 
church, and surrounded by an assembly of the people glorifying and exalting them — 
“In Thee Rejoiceth”. Another theme of purely Russian origin is the representation of 
the Virgin interceding on behalf of the people, and spreading her veil over them. Thus, 
in one case we have exultant mankind hailing the Virgin, and in the other mankind 
turning to the Virgin in search of help and protection. The two subjects come close 
to one another and the common features are stressed. These icons may be called con- 
vocational, as they depict convocations of many people of various ranks and worth, 
representing the whole of mankind. These icons may also be called choral, because 
their multi-range compositions seem to express the harmony of the voices of the early 
Russian chant. It is an interesting fact that certain other subjects, for example, the 
Dormition of the Virgin and even the Crucifixion are given certain features, which 
bring them close to choral icons and make them representations of joyous intercession 
and glorification. 

Of the themes and motifs which were especially dear to the hearts of the people in 
Ancient Rus, the Rublev type of the Old Testament Trinity should be mentioned. 
The three figures, united in sympathy, present a rounded group. Rublev expressed 
this state with extreme conviction and charming delicacy. Reproductions of his com- 
position and free variations on the theme are constantly being encountered in Russian 
icons, especially those by Dionysius. 

Early Russian icon painting is a symbolic art. This opinion is widely held. However 
not everyone agrees on how to understand the symbolism. Usually it is a matter of 
symbolic themes and motifs, in which one or another conception of religious teaching 
is conveyed in conventionally represented figures or objects. For example, a female 
figure on a winged throne symbolises Sophia the Divine Wisdom; a skeleton with 
a scythe riding a beast symbolises death; a candle burning by a deathbed is a symbol 
of the human soul; while a cup is the symbol of sacrifice, and so on. But these are 
allegories rather than symbols, conventional signs used to convey certain conceptions 
arising outside the scope of artistic endeavour. 

The symbolism of the icon has a much broader foundation and not only concerns 
individual motifs, but embraces the entire icon. It is founded on the philosophy of late 
antiquity (Pseudo-Dionysius the Areopagite), the idea that absolutely everything in the 
world is only covering which obscures the true meaning, the kernel. Such an under- 
standing was highly fruitful for art, as it assured the artist that in the portrayal of any 
object he could give an idea of many other things, and what was important, of the 
world as a whole. 

To the eyes of a casual observer the world of the icon is limited, unsophisticated, even 
naive. Each one understands it to the measure of his intellectual abilities. Some notice 
only the legendary themes, the iconography, while others delve into the theological 
implications; others go even further and perceive beyond what is represented the 
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eay6imy, nopol Gesrpamrmocrs. Samevarenbrioe cnolicrwo ciMBoMNSNa ApeBHE 
PyCeKoit uKOWonNIcH — OM HbxTeKAeT HG MoKYCCTHA, OBHNNMET KAK CHOMET, TAK HC XY- 
loxecrnenyio hopMy, uKOr:a MopoxstaeTes IEKcILtO op Moll 

Mluporo pacnpoerpaneunbie 8 uKONONMCH AHIremst — a7 Tepeonax, Cormac mpa- 
Rochanioit orMaTake, WossHmeNiBe Hepapxim, nepcouaseH, Heparonte GombALy1 
Pons ® xpueruauicxolt aeretite, B ston wx npawoll, Gyxnarbinalt exact. To niett- 
eMy oGamxy oto crpoliniic, oxpsiteunue, Gectomie cymecraa, Ho aHasentte anre- 
stoB BEAXOMT 3a 3TH Nene. OMM HOSBLIROTER Kak NOMOUUMUKH, XPAMlett 4erTO- 
Deka, ciTV:k4T HocpeaHHKAME Mexky GOFOM Ht JHOMTBMU, RICHTER Mepest TPOWOM BCe- 
epHTeN PAUIOME C MPYTAMH HPSiCTATeNAMH 38 NeOReHECTBO, NOKOT Ha YeNIE HAA 
TeNOM HeaMNHO yGuenuuX Bopuca x PneGa, enacaior wenoReKa B noenennti ac 
smupa. ¥ x 3a rite xpELIER, Ho OGKIHO ON eryMAIOT NI EMU. B HX HECOB- 
Toute cocuMHenIe xeHCTReHNOM FPauUUH, \oHOMIeCKOA THOKOCTH IE HOPOIG RORKEKOT 
AoGxecrH. [LW spestepyecKoro xyKOKHUKA sagaNa MpencTaBHTe antrena — 910 
so6paauTs ero TaxuM o6pazom, WTOGHI KELME y Hero 98 ctuuolt cocTansamH Opra= 
miveckyio waeTs ero oGimnKa. OHH To crpsramel y wero 4a ToKevANM, TO MOUS Was 
Malores no cTopowan, HaNekas 1a ero reToRHOcTE NoswATHCR K HEB. 

smo6zemustt » apesnepyccxolt wxonomica mpuest — Kpyr, » ocHose enoeit apesmntt 
Cconspuisit aHaK, MarMsccxiit xpyr, cHMBON HEGa, GoxecTma, Mapetano Dienito 
Fonopirr 0 TOM, sto ayloasnn Bosporteuit npesinowirrams KPYT sIpyrHNE opMtaMt 
B apemrepycexof vxoHomcu ero ene Gosbiue Howrasy. Ho w pesintix cysasx 
on urpaer pasnuunyio pos, B «Orxesvom pocxoxeiis Vanes Fipopoxa> xpacitst 
pyr — To Buteutee He50, 1a KoTOpoe yaxe NOsMHALTES NpOpOK, HO xy:Ia HET NocTyHa 
cro yucuuyy. B (Tponuer xpyr upucyternyer KaK Talla MYSuIRA, Kax NeKOMOe 
concpiuevicrso, Kax oGpaMutcuite, 8 mpenesiax KoTOpor THOKNE aurenbeKHe ‘ella 
obpasyior nenoK. B yiKoHe «'eopruit ¢ KHTHEMD KONECO, tia KOTOPOM VETABAIOT eT 
‘TeNo, 970 Toxe KPYT, OsAroslapa eMy CTPAZTAKNM MyseHTIKA Mpedbpaxaerea w KACEY. 
B ocrpoyxoncxom «Hyae Teoprits 0 astie> tonopor roxonet Korat Kopmyca caToro 
OBpayer noayxpyr, NOOGue coaMeHHOTO AHEKA Ma ETE, H TAKHM OGpsIOM CTPE- 
Sorrenbitit nopsis neazuiiKa nlo.ty'ter sapepurennocTs. KPYT MOKHO BILLET HB GO- 
see rlosstWeM Kieline 3 axowsr «Tlerp u TlaRen ¢ HTHEM, 

B nikonax auavene cuwmasion nonyyalor He TosbKO OTHENDHEE MoTHRDE  GurypEL 
Kexaas ikoiia nome Toro, 470 ofa H30GpaxaeT OMpejeseHHoe serenuAApHIoe CO 
Surrue wut nepCOHaDK, HMeeT elle NOATeKCT, B KOTOPOM pAckpbInAeTEA ee HETHINOS 
conepaxaite. B uxoxe «O rTe6e paayeres Venecxare coGopa Boromarepls e MiQuieH- 
eM 3aKUTIONEHA B KPYF, Hassle MOSIYEPYFsIbIe 3aKOMAPKI XPAMA Hl COMM OEM, 
AHTembexwe AMKH OGpasytoT BOKPYT Hee REHOK — cule ORHH KPYT; eMY enyxar Onopoll 
Ipeacrosmmie, ero oGpantamoT axremi, B caMoMt NOCTPOeHH HKOHBL 3AKONEH ee 
cembicst —newHas casa Mapu, Ganxencrso no nexit neKOR, 

B «Tloxpone» XVI wexa Taxxe npeerannena Boramateph H no croponiam or Hee te 
‘xe comma ceaThix. Ho CTpyKTypa HKOUDI KH, OH BEIPALKACT He OGPETeHIy!O TapMO- 
io, Gaaxencrao, a crpactuuit, MomrBesHibil nopuiB. Bee yCrpeMaeTes K Heby — 
4 muorospycnsi xpeM, u ero crpoiiubie croaGui, m durypnt suodell, ace TaHeTeH 
KBepxy, navteTaeT, BEKUNIBACTES, KAK BOHBI, K MHOTORPYCHIAM KOKOMINKAM xpana. 
Bee mponsaio MomuTBeHHLIM MOPLIBOM, KAK BODIOCHIDICE K cROAAM K TAM 2a- 
suiparounie antremexnte ro:ioca. Oprammueckie popes Kaxoii-ro TanucrBeNNOl cHLIOH 
sutrarnaaiorea, Fiance & 3TOM uxoNe He ee OOUIEMIBeCTHMiil nereHnapinult cloxeT, 
70, Wo us Hero cossla BuicoKoonapemauali Macrep. 

B ostoit uxowe neGo stexomutr sta senst0, ® mpyroli — nce aeuoe Tanerca K HeMy. 
Xora uKona O61IHo saksliower B ceGe spemumie, Home rayGoKara cMBcna, 2pe- 
tue 9vo OTKPLIBACTEN BBFINAY HE FAK BUM Yepes oXHO. CpaBlicHHe HKOHE ¢ OxHOM 
Boobie span mK MoMYET B Hse. HIKOH He HMeIOT pam, KOTOKLE OGpaMARIOT 
Xaprinibt M autrapaie oGpasa, mpwanas m4 CxORCTHO C OKOHHBIM HpoCMON. Y HKOH 
CTH TOKO BLINyKAME NOK. OrcyTeTBHe PANG AAeT HOHE coBcEM acoBOE MpeHy= 
‘mecrao, ofa nex cytecrayeT u mpeGeisaeT B Toit cperte, rile HAXONNTeR, o1a Ob naZIAeT 
Peaxbioemeio npeduema, sanuMayouero oMpeneneuHoe Mecro, B ¢anracritecKux 
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artist’s idea of the world and whole of mankind. A work of art thus acquires several 
meanings, and its structure is shown to be many-layered. This makes the perception 
and interpretation of the icon difficult, but at the same time enriches its meaning. 
Not infrequently there is an admixture of some abstract theological profundity, but 
there is actually less of this in purely Russian icons than in Gothic stained-glass 
windows. The secondary meaning was not added deliberately but arose by itslef. It is 
very volatile and elusive; it is often difficult to put into words, but this does not dimi- 
nish its role, and its very elusiveness gives it liveliness, profundity and, at times, 
a quality of infinity. This remarkable feature of the symbolism of early Russian icon 
painting shows that it is born of art, and embraces both the theme and the artistic 
expression, and at times is evoked by the very form of expression. 

Angels are widely represented in icon painting; subordinated to a strict hierarchy in 
Orthodox dogma, they play an important role in the Christian legend. This is their 
direct literal sense. In appearance they are slim, winged, sexless beings. But the impor- 
tance of the angels goes beyond that. They appear as the guardians, the helpers of man, 
and serve as agents between God and man; they surround the throne of Christ 
Pantocrator beside the other interceders on behalf of mankind; they sing on earth 
over the bodies of the innocent martyrs Boris and Gleb; they save man when the world’s 
last hour comes. They are winged creatures, but usually they walk the ground. They 
are an impossible combination of feminine grace, the agility of a young man and, at 
times, military valour. The task of representing an angel, which confronted the artist in 
Ancient Rus, was to depict it in such a way that the wings behind its shoulders comprised 
an integral part of its appearance. The wings may be hidden behind the angel’s shoulders 
or raised in a mighty sweep on either side, as if in a hint at readiness to fly towards the 
sky. A favourite figure in early icon painting is the circle, basically the ancient solar sign, 
a magic circle, the symbol of heaven, of divinity. Marcilio Ficino testifies that the 
painters of the Renaissance preferred the circle to all other forms. It was even more 
revered in early Russian icon painting. But in various cases it played different roles. 
In the Prophet Elijah and the Fiery Chariot the red circle represents the higher range 
of heaven attained by the Prophet, but so far inaccessible to his pupil. The circle is 
present in the Old Testament Trinity like a mysterious melody, like sought-after per- 
fection, like a frame within which the supple bodies of the angels form a wreath. 
In the icon of St George with Scenes from His Life the wheel on which the body of the 
saint is tortured is also a circle, and because of it the sufferings of the martyr are 
transformed and made beautiful. In the St George and the Dragon from the Ostroukhov 
collection the sweep of the horse’s neck and the body of the saint form a semi-circle 
as does the solar disc of the shield, so that the swift movement of the rider attains a 
rounded form. A circle can also be seen in a later border scene from the icon of SS 
Peter and Paul with Scenes from Their Lives. 

Not only do separate motifs and figures have the meaning of symbols in icons. Every 
icon, beside being a representation of a certain legendary event or personage, also has 
acertain implication in which its true meaning is revealed. In the icon “Jn Thee Rojoiceth” 
from the Dormition Cathedral, the Virgin and the Child are set in a circle, and over 
them are the semi-circular gables of the church and hosts of people and the angels 
forming a wreath—another circle. The circle seems to rest on the group of the inter- 
ceding, and the angels form a frame for it. The very structure of the icon reveals its 
meaning—eternal glory to the Virgin and blessed existence for ever and ever. 

In the sixteenth century Intercession we see the Virgin flanked by an assembly of the 
saints. But the structure of the icon is different, it expresses not the attainment of 
harmony and bliss, but a passionate upsurge of supplication. Everything here strains 
towards heaven—the multitiered church, the slim columns, and the figures of the 
people; everything is in movement, everything is attaining upwards, taking off, every- 
thing is rising wave-like towards the multitiered kokoshniks of the roof. Everything is 
steeped in religious passion, like the angelic voices which rise to the very vaults, 
there to die. The organic forms are extended as if by some mysterious force. The main 
point of this icon is not its well-known traditional subject but what its highly gifted 
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Paccasax 06 oxuBAeNN KApTaH MpecraweHHe HepCOHAAG HOKIIAIOT xoneT, 
[BUIXOANT Yepes PAM, KAK Yepes aseps. B GaHTACTHYeCKIX paccxazax O5 oxutestesn 
KOM 9TOrO He MPOMCXOMMT: caMM HKONMI, KAK -KUBHE cYUNeCTRA, TIOKIMIAIOT cBOH 
Mecta HAH NoROpaMMBatoret 8 apyryio cropody, Hocuh Bonouxuit » «locnasmn 
K MKONOMMeHY TOROPHT o TOM, NTO TOT JOmKeH HIOGPARATL CwATUX, KAKO CHDK 
MeromuUExe nas). Mxonit — 9To He KaprHis, KoTOpbIe 3pHTeE HeMBITY IONE PASTA 
autpacr. Oui BXOMXT B MMP YeaIOBERA, COMyTCTBYIOT eMY, MpHCYTeTRYIOT pH Hep= 
Kosuioit cnyrxGe, YSACTBYIOT 8 Hell, mpexkue NCETO B TOPALCTHEHHIOM MPeACTONHINL BEX 
Kak suipaxcetm Gpatetwa mozeli, 


Iv 


B nau mut apesnepycoxne WKoHH HaxonsT Npwor sa crenax Myseiinunx aan, Ho 
ne cneayer sa6timaTb, WTO OHI conmARAMHOD He ans Toro. Out somAiE GBT Npe- 
Guinars Tam, Fe 2H w gelicTHoman NeNOBeX — B KpACKOM Yruy HBOKL, Ha MpRIMO- 
POXHOM CTONGe, BEICIETHCH 1a, BONHCKOM Paro, BbIcTyNAOUTeH B OKO. PasyMe- 
eres, Gombe Boero Ux GutsIo BHYTpH xpaMon. TaM ont cocTaRsTK lempeMeryto 
Mpunasinexnocrs Kaxulomesito caepiuiaemoro UepKoaHoro obpaza. 

Kaprima nprnmana saxsarirs sHunauue oTsenbHOTO senOReKA H HOF:NOTHTk ero, 
Spirent nepex kaprinoit npeanowrraer Gurr osm, EMy Meuzer apyroii spirrem, 
B uxonomcu nee coucem no-apyromy. HkoHt OGPALIRIOTER He K ORHIOMY HeMOBERY, 
4x cooGulecTay mozef, H cooTaeTCTBEINIO ITOMY OHU CaN OBpaxyIoT CooBIIECTBO, 
‘enpoltuiit xop, ne Tepaa s sHavenu oT cocemICTHa ¢ YTHMIEL, HaOGOPOT, BAINTPLIBAR 
or sero, BurpaxxenneM TaKorO nowMManusl xHBOMHICHOTO axicaMBna AMAReTeS dpeaen 
pyeceuii uxonocmac. 

Ero opin mepanie nomursH ocyuicerseHus ero 8 ueGomuloM macurTaGe MoxHO 
saitrn yase » Busairran u wa Baskasax, Hexotopste ateMenth HKOKOCTICA MoxHO 
YoMOTpeTH B MouyMeHTambuoit KHBONUCH, ¥ usoOpaxentax Crpauisioro eyna, Boro 
‘choscKoit ocHoBoii wKoHOCracKoro sila ¢ uYPOH ACEREpARITENA B ENP, K KOTO 
OMY oGpaulisiorex eaaTHle, ABIIACTCK BepA HX MpeNCTArEMKETBO NlepeN TPOHOM 
CERLILIHeTO, # HX BeUMOE MONELME © MILIOCTH H MpOLICHEN FPeXON NesOREHECTRA. 
Ho © Towa apemia nexycersa caMntM rtasiibiM GkUIO TO, TO HKONOCTAC, BOIAKUIHIE 
tia Pycu, npesicrawaser coGoi nexocruoe crpolivoe emusicrao, B coananitl ero npo- 
ABIL KOXLIEKTHBHAS BONIK HaPOMA, A TAKKE HCKYCCTHO MHOTHXMACTEPOR, BRITO 
Peopaia w Py6nesa. Tepswte Gomme HKOHOCTacK ¢ dhurypant B poct YeTOREKA 
otHocarea x navasly XV sexa, ¥ ¢ To# Mops Hit OAM APesILepYCcRMi xpaM He OBxO- 
Auer Ges nozo6HIOTO HemMIecTBCHHOTO 1 HpeKpactioro coopyAcHUs. Muiorue KO 
Hocracst AOULIH 10 AC He HO:MKOCTEIO, B me PAspOSHEKINX HKOH. CoBpeseHsOMy 
puesto KYO HaNpAM BOOGpaxKeHNe, TOG B MySelIKIX 341GX MpencTARHTh cebe 
“To MesIoe, KoTOpoe ont KorsIa-To cocTaBZA.M, 

Apentepyeckutit wxonocrac — sro onto 13 mpoxazenHit cinsmomaNa spemKepyccKoH 
HxoHomueu, Ero Gyxaamuuloe sHavenne — MoseHMe eusTLIX, oGpaulicHiioe x Bocce 
aaiouiemy 1a Tpoue Xpucty-noenepanremo. Ho nockosibxy eyutecraonast cute a 
MOCTH pau © HKOHAMI ta paSMUNMMbIE TENE, H HpAsMIANDIT CO CHeHAME Ha HSH 
Xpuicra w Mapa,  mpopoweckiil, a noauice euje npaoreveckstl — nKoHoCTaC MPH 
‘oGperan sHANCHC COMMA BCEX CBATBIX, BCCK HEGECHEIX H SEMHIX CHLT, KAKOH-TO Uep- 
xopnofi 9m1unIonemIM, B KOTOPO! Hall NeTeHapEMH pacceasancr MpeoGna.tasH O6- 
Pasi pasloerHoro cocromiuus npuvacrHocrH YenoneKa x Bownoll cnae, 

Crombro int sHKKaTh 8 GorocMONcKY!0, MOPAmbIY!O H FPERIAUCKYIO OCHOBY KO 
HocTaca, 8 JYeRHBe HePeATEBAINHA, KOTOPHIE HAIMIM B KEM coGe BMPAKEHTHC, B He 
oneveckwit CMBICH 31OFO cosmAHUA NpeBHEPYCCKOIL KY.AbTYpHH, BCero 3TOFO He/OcTa- 
TowHO ALI TOTO, YrOGH OUeHHTD ero JHaxeHUe, HYAHO BENKUYTE ee B TO, TO HKO- 
Hocrac Guin saMesaremuii xyDooKeemeenise npouseedentien. 
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painter was able to make of that subject. In one icon heaven seems to descend to earth, 
while in the other everything earthly strains to reach heaven. 

Though the icon usually represents a spectacle full of profound meaning, the spectacle 
is not revealed like a view seen through a window. To compare an icon to a window 
is hardly right. Icons were never set in frames like the pictures and altarpieces which 
made them look like windows. Icons only have borders cut of a piece with the panel. 
Because it has no frame the icon has a certain preference over a picture, it exists, 
it lives in the medium in which it is found; it has the reality of an object which has 
a certain place. In the fantastic stories about pictures miraculously coming alive, the 
personages represented in them are supposed to step out of the canvas and to pass 
through the frame as through a door. In such stories about icons it is otherwise —the 
icons themselves, like living beings, leave their places or turn to face the other way. 
In his Address to the Icon Painter Joseph Volotsky tells artists that they must paint 
saints “like the living beings who might stand next to us”. Icons are not pictures which 
the viewer studies closely. Icons enter the world of man, they accompany him, they 
are present during the church service, they take part in it and, above all, in the solemn 
intercession of everyone as an expression of the brotherhood of man. 


IV 


In our days ancient Russian icons are exhibited on the walls of museums. But one 
should not forget that icons were not painted to be displayed in this way. They were 
supposed to be with man in his daily life—in the place of honour in his log house, 
attached to a pole by the side of a road, to be carried high above the host setting out 
on a campaign. It goes without saying that the majority were placed inside churches. 
There they were a necessity to the daily Church service. 

The aim of a picture is to hold the attention of the individual, to absorb it entirely. 
The viewer prefers to be alone while contemplating it, and another viewer would 
interfere with his pleasure. It is quite the opposite with icon painting. Icons make their 
appeal not to the individual but to a community of people, and accordingly they form 
a community of their own, a harmonious chorus, without losing their importance in 
proximity to other icons; on the contrary, they profit by it. The early Russian iconostasis 
was an expression of such an understanding of a pictorial ensemble. 

Its roots, its first attempts at existence on a small scale stem from Byzantium and 
the Balkans. Certain elements of the iconostasis can be perceived in monumental 
painting, in representations of the Last Judgement. The theoretical basis of the iconos- 
tasis ranges with the figure of Christ Pantocrator in the centre, towards whom the saints 
turn, is belief in their ability to intercede before the throne of God, their eternal praying 
for mercy and forgiveness for the sins of mankind. 

But from the artistic point of view the main thing was the fact that the iconostasis 
evolved in Rus was a harmonious entity. Its creation displayed the collective will of 
the people and the art of many masters, including Theophanes and Rublev. The first 
big iconostases with figures the height of man, date back to the early fifteenth century 
and after that not a single early Russian church was without this beautiful, imposing 
construction. Many iconostases have reached us incomplete, only a few individual 
icons surviving. The modern viewer must strain his imagination to be able to perceive 
in what is to be found today in museum rooms the integral whole they once represented. 
The Russian iconostasis is one of manifestations of the symbolism of early icon painting. 
Its literal meaning is the intercession of the saints addressed to Christ Pantocrator 
enthroned. But as there existed the Local Range consisting of icons on various themes, 
and the Church Feasts Range with scenes from the lives of Christ and the Virgin, the 
Prophets Range and, later, the Patriarchs Range, the iconostasis attained the impor- 
tance of an assembly of all the saints, of all heavenly and earthly forces, and became 
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B nxowocrace mponnitno ce6x asosKoe spiresmioe BOCMpHATHE ANBOTMCH, MpHcy= 
we [peoneit Pycu. Busauratickas wow, KaK H KApTIHA HoBOTO BPEMeA, paces 
‘TaHla Ha TO, NTOGHI ee PaceMATPUBATE HA TOM PACCTOATIAH, Ha KOTOPOM MOHD pac 
‘eMOTPeTE ncio ec 1 ee wACTHOCTH. B MKOHOCTACS cKAAAINch BOSMOKHOCTE «IMORKOTO 
{rreHis akuBOMICHOTO M_oGpasKenN: BOE, OTKYAA PAAAWNTET MOAPOGHOCTH, MPO 
wurmaeres Cevostoit, Gykeasutsit casbien, Ha paccroauun (a OHI BOE HKOHO- 
[crac HKONKE Ha 9TO paccwitat!) STOT eMBICI KAK Gil OTCTYNaeT Ha BTOpOA MAAK 
Wobicrynaer TOT, KOTOpHAT pAITHYIM TOAEKO YOHA:TH, ITO KACACTEA KAK CoMePRAIA 
‘oGpasa, Tax wero (bopwmamHMuIx OcoBeHHocTel. 3uech Mut cHOBA cTavmaBae MCA ¢ cine 
omMecKoit npponoit mKoWD, 
Manan muicrynacr o6mtee, oGuteenoseveckoe, Bixoanilice 2a upenemt epKoBKo! 
erent H NOrManinar snaIeHe cromeTOS. B duerypax JeHeyCHOTO 4ItHa — 3T0 He 
TOADKO COMTHIC, KARTOTO ME KOTOPHX MOKHO OM1O3HATE, HO MpeseTaBitremt neero 
emOReseCTH; DHX TOP:KECTBNITIX CUAYSTAX, B ME:UIEMHOM ARIDKEHTIN, B HX OCAHKE, 
3 CKIOMIEMIEAX TomOBAX crs MENTO MosloGHOe MONeHMsIM alTHWHOrO xopa, Benak 
TesBCKIX cHeHAX HONK BAICTYMAeT-TO, TO STH daIpAayAHNIEW>, Kak UX HpHKRTO GrLTO 
Mashinars, He coOLITHA, © KOTOPLUE HOSeeTHYCTER B TEKCTAX, a COCTORI TopMCCTBA 
MENIaBLL, KOTOPLAM spire crAHORHTER NpHHKACTEN, 
B mxonocracax XV exe ¢ HauGosbutelt CHION BuIpANILTIeh aBKo Yate cnarannntcen 
‘OcoGeMHOCTHC IpesHepyecKOH KOMI — ee YeTKAM CILTYITHOETS, PHETAMIHOCTH, He!tb- 
Hocts opM u ypaniOReleHHOCTS KPACOMHENX naTeH, Meplo HeperyionUNXcs, ane 
TAIOULINER B OGMIy!O Kpacownyro TKaHE. 3tecs chopMupomaact mpuBLIKA MAcTe 
Pon cOnpsrans enon ayWesaNe TopuBM HCHO; axUROMHCHM NOYEpK © HOrpEO- 
MocTaNat cosar sper, pasysoutee CoFsiACOBANHOCTEIO CBONX ieMteHTOB, 
B cou © nosucsitewt uxoHOCTaca CTpyerypa OTACABHOH KOH MewHeTeR. HkoHA 
«Ceopritiy Yentencxoro coGopa — 310 elle uesHKOM cTarKOBOe nportspezetaTe. 
Kpacimusit nowt nmactHo satgiieT 0 cxoeM Mpane Ha UckMOWETenHOe BHINARHE 
spirens. Kak i xpacun u cam no cee [surpnii Coayucxmli a Goce nosaKeti 
exoncxoll MkoMLe, NoBOe B Hew TO, "TO, O¥epYErEHEAt MIMPOKOAYHIM KONTYPOM, OH 
onyexacr parton ¢ co6oik apyryto ukoHy. SIpKoe KHNORApHOS NATHO eFO THIALILA MO- 
‘Ker Halirit cede <omopy> m TaKOM we MLATHE APYTHX HKOH MKoHOCTACHOTO PAL 
HenosMoxno nepeouenmr siayexve uxonocTaca  paseirTimt zpeariepyeekoll wKONN, 
B erpyrrype oTuemitax ukOH MHOrNe 1 NepTIL OSICHAOTER TEM, HTO 9TH UKOHBS 
COCTAAARIE 4ACTE HKOHOETACA, LUI TEM, "TO xYOxHINK B OT:LeABHO wkOHe MULTALIEA 
ak Got nocconanrs monoBe Boero MxoHUCTACA B URsIOM, TIperkile Beer 9TO KacaeTeR 
apuitrerrypHocrH apesiicpyccxott HKONBI, 8 eM ee Doble peHMyUIecTRO TepeN 
HxoHOft BiaxTiticKoll, Moatio, 8 sacrHocTH, cpankitth HoaroposcKoro apraurena 
Miusxaima, ¢ ero oTsectio namaiomuN cianKann KHHOBAPKOTO Natta, © apxaNre- 
JOM xumpexust, To, 410 Hac TAK NAPYeT B OTZeAGHN MKOHAX — wenO mATeTEMELE 
Mo”epeHy ste nepritkai, piAloUse HM TaKyto YeroHiwMBoCts, — OGWACHACTEN ITH 
so npisuntanm. Bnpoves, 5 HoMUMAHEN «AKOHOCTACHOCTIDy NRO SLAM Pacrorne- 
suns. B MosroposickoM 1 8 ncKoscKom «Poxxiiecrae XPHCTOROND “uiKOHOCTACHOCTE 
cxasalach B HlomepKyToeT Toro MOMeHTa, 410 durypsl BHCKTEA, Y¥acTayioT 
B nesHOM mpencrosHin essTBXX MepeX TPOHOM aCeRMIUNeTO. B anexNroposIcKOM 
«Poxecrae Xpuictoaow» mxom Py6.xena rH yoprit nomuioerbio oreyreryioT, 
3aro «ankoHloeracnoctH» npoxnauteres 8 Tom, ro GomUMHCTRO gutTyp, OCOGENHO 
anes, cxionxcren nepen seiner x nepen Mapuell. B atom oTaayk MomtTaeHIOM 
HoTKu uKOHOCTACA, 
Mnorme apesnepycerue uxo1st TpyaMo OGwicHNTk M noUstTE Be Toro KoHTeKCTa, 
8 KOTOPON om HaxoUEMCH, B spocmanckoM «VeniemuD BoroMarepk abirsazKT 
Gonee cnepxannoit  nemeanoit  epairtex Goace npaMo, YeM 8 nponmiHaTEHOH 
enutike orore nepenona. Ho ce mporasyras pyka — To akecr Borowarepu, cros- 
lucit_y tpona weenepairests, Ova slackaeT caoero cbiKa M OZoRPeNeNHO yuacrAyeT 
B mpeacrosiau, Haro ee rostoast ipuoBpetaer Topol exten. 
B noctpociii uxon ¢ xuniubinn KaelivaMH ROXPYT epeARKA, KAK, NaMpHMeP, 
«flerp Matpononm u «Anekcait Mirrponosur» Ayommens wm «{Terp x Mane 
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a kind of Church encyclopedia in which traditional stories gave way to the image 
of the eternally joyous state of man in eternal glory. 

However deep one goes into the theological, moral, or secular basis of the iconostasis, 
into the spiritual emotions which found their expression here, in the human meaning 
of this creation of early Russian culture, this is not enough for a full understanding 
of its importance. One must also realise that the iconostasis was a magnificent work 
of art. 

The iconostasis represents the two-way visual perception of painting characteristic 
of Ancient Rus. The Byzantine icon, like post-Renaissance painting, was designed to be 
observed from one distance. With the iconostasis there is the possibility of the “dual 
view” of what is painted: at close range, where all the details are easily observed and 
where the basic and literal meaning is most easily perceived and from a distance 
(practically all the icons of the iconostasis were painted with this in view), when the first 
meaning seems to retreat and become secondary and another becomes obvious, one 
that can be perceived only from a distance. This relates to both the content of the image 
and its formal features. Here we are once again confronted with the symbolic nature 
of the icon. 

When one looks from afar, one sees the general, universal meaning of the themes, 
going beyond the confines of Church legend and dogmas: the figures of the 
Deesis Range are not only the saints, each one of whom is recognisable, but the 
representatives of all mankind. In their solemn silhouettes, their slow move- 
ments, their postures and inclined heads there is something similar to the praying chorus 
of Ancient Greece. The scenes from the New Testament reveal at this distance, that 
these are Church Feasts, as they are usually called; they are not so much events 
described in the Scriptures as states of triumph and glory in which the viewer himself 
participates. 

In fifteenth century iconostases, the characteristic features of early Russian icons, 
which had been formed over many centuries, revealed themselves with profound 
force: clear-cut silhouettes, rhythm and integrity of form, and balance of colour 
patches, alternating regularly and adding to the general colourful fabric. Here was 
developed the custom of icon painters combining their individual preferences and 
painterly manner with the demand for a spectacle which rejoiced the eye with the 
harmony of all its elements. 

With the advent of the iconostasis the structure of the individual icons underwent 
a decisive change. The icon of St George from the Dormition Cathedral is still entirely 
an easel painting. Here a handsome warrier categorically states his right to the viewer’s 
exclusive attention. However handsome by himself is St Demetrius of Thessalonica 
in the later icon from Pskov, the new feature in it is that this painting allows for 
another icon to be seen side by side with it. The bright cinnabar patch of his cloak can 
find “support” in a similar patch on other icons of the iconostasis ranges. 

It is impossible to overestimate the importance of the iconostasis in the development 
of the early Russian icon. Many features in the structure of the individual icons can be 
explained by the fact that at one time they were part of one iconostasis or that they 
represent an attempt on the part of the painter to recreate a likeness of an iconostasis 
as a whole in an individual icon. This relates, above all, to the architectonics of the 
early Russian icon—from this point of view the Russian icon has the advantage over 
the Byzantine icon. For example, the Archangel Michael from Novgorod, with the 
vertical folds of his cinnabar cloak, as compared to the Archangel Michael from Cyprus. 
The features that enchant the viewer in individual icons—the clearly accentuated 
verticals, which give them stability—are explained by these reasons. But in the under- 
standing of the “iconostasis-ness” of the icon there were differences of approach. This 
feature in the icons of the Nativity of Christ from Novgorod and Pskov is demonstrated 
in the way certain points are stressed; the figures depicted seem to tower and participate 
in the eternal intercession of saints before the throne of the Most High. In the icon of the 
Nativity of Christ from Zvenigorod, ascribed to the Rublev school, these features are 
absent. But the “iconostasis-ness” is revealed in the fact that the majority of figures, 
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2 Honropone noptopseres To, ro xapaxrepnlo AIM ukoHoctaes, Jbax TOO “ro 
Gut pacemorper» orsesbuBIe KaeiIMa, MPOYECT» AMBONHICHOE TIOBECTRORAHIIE © RN 
‘THM cHATOrO, Hy:XHO MpuGansHTEeR K MKOHE, HanaME, oTKyRA Ona BocKpHIKMaeTER 
ax Hebe, xutTHiiHbIe KneiiMa CAMBAOTER U IpespauarorcR B NOTOGHE RCHKA BOKPYT 
‘burypmi casroro. Bone apemepyeckas wxowa — noeraa waoGpaadcresneate 1 dutry- 
avupua. Ha paccrosumt o11a Tepser Muloroe » caoeti waoGpaaitreaLoeri Ht menETpEA 
bacr B ueduryparieHoft AeKopaTusuocry. Dro MKIyTS He OGeMNAET ee, He CHDKICT 
B neit noswanaremHoro Havana. Oa KAK Obl JIPYF apyra RIAUNOKCKITIONAOULA 
Movtetrra cocyiiecraylor, Hepastesbunt, COcTaB/A#IOT JUKasIeKTUYeCKOE emMILCTBO, 

19 B aunuckoit uxowe «Bocepemenne JIavapa> aGaian paxanunen ace yuacriniKH 
CoBMITHA, HANAN, HAePeKOP TOMY, TO MPOMEXOAINT, HKOHA BLITSIRIHT Kak OrpOM- 
Max uneTonaa Macca, © mpeoGaasauNeM usyMpystoi Senex, 13 KoTOpolt mip 
ACTER APKOC KPACHOE MHXTHO — SCM, HEODLACHUMAS HI. CHOAKCTOM, HIE KONTO“ 
Mei, Ho MpHAaIONIAs FOITHMeCKYIO mMpesecTE MesIOMY. 

Bo propoit nonopute XVI seka sxona yrpamiaaeT cpOH cRsaKt © HKoMocracoM. HKo- 
WOCTaCh MpoAOMKAN COOPYAATS H_TOFIA, HO OHM TepsLAK cao% nepRoravambttstt 
eMBe, CTANOBILIes npoCroi upitagnexsiocnaso yOpalicrBA xPAMs, BI Os 
Mepsimpasiacn nisauriticKan Topxcctscinocts, B sro upems HlOxBNAIOTEH B H20GI 
IMI MALTEAbEHE, MEMUIATIOPHLE aMAIOMINELE HKOIKH GOAAKANBD, KOTOPBIC, TOOK 
WX Xopouo paccMorpeTs, HYKHO 3x7! 8 pykx. B crporanoncKoit ukoue Huuxwra- 

195 BOW OGpanmere ¢ MomMTBOH K BoromarepH, HO HAXOJKTCH B HosINOM OmUIHIO- 

iat eerme. Ont ne yunoruux dcoGopHoro steficrans, kaki Gut newt Peopritit 8 Hon 

Fopostexoit ixowe, © ero no-pyGnopexn cxtoxensiolt rononol. 
Apenncpyccxas uxowome® HacTOsIBKO HENOXORA Ha aKUROIIb, Ht KOTOPOH BORMAN 
‘CoppeMcHnhtil wenonek, TO Olt JIeTKO FOTOR NOBEPHETH TOMY, HTO HKOHOTHes — 970 
Gorociioste # xpackax, 1 HuYero Gostbule. BNtecTe ¢ 9THIM B HeM BOBHKAeT HenOBEDHE 
1K cpouim coGerseHHo sereTHMecsuN BHevaTaeKNA OT ApeBHEH HKOHOMHCH, On HasI 
Haer onacarsea setetHuecKoro Moxxoma, Gystro Got BpaxsieGKore ukoHOrpadhie- 
cxomy rayOoKomMemino mKoHOnHeH. Fpx arom saGuipacten npocro# daxt. Hixona 
nanGostee AOCTyMIA MaMt KAK MpOMSBeReHME NCKYCCTBA, @ He KAK NpeAMeT KY.IbTA. 
Hxona — 970 He purtyambnan Macka, He nepsoGurTani Serum, 9To HopoxeNKe 
BICOKOM YXOBHOMt KymTypHI. XynuoxecTBextHoe TRopYecTHO A JIpeRKEM Pycu xoTH 
H COXpaHIANO cub © ob psIOM, ¢ pestUrHelt, HO ace -xe GiINO AOCTATONHIO PAIRHTO 
4 camocrostembtio, Beccttopio, coorsererane MexAY eAMFHell H HEKYCCTBOM cy 
lecrHomauro, Ho Boe xe reHambsA| HKOHOMICe — we OOASATEsBILO MIpABEIUK, KPA 
Cora MKOHKI — He OOmATENBHO SaaroNecTHe, BOIBEIUUEHIOCTE ee — He Bera NOTY= 
cTopouHiocTs, HakoneH, cosepnianne He paste MomirTRe, 


Tipennepycenan uxouonnes Goita cRsGaHta MHOKCETBOM HitTell C AYROBHOH AHSHBIO 
‘eloRek8, MPH 3TOM ¢ AIHIIO passe cxI0en OOUIECTHA (‘peoraTbHOe oBuIEcTAO 
'B mime cONX sys MpencTaBKTesIeH MOMHIMTO O TOM, ¥TO Ace HORM, H SHATHDIE 
1 mpocrete, — «iments Anamosox). Baxubin su18 cysieS apenntepyccrait 2xumomicH 
Gu10 To, ¥7O m ee «o0TOI BER OF Hee OIUIATI TONDKO Toro, WTO olla MOET AAT, 
We Bonnaranu Ha wee Haste, KOTOPME OHA HB CILIAX on1paRsatD, TO o3HANaeT, 
‘TO 8 CHOHX ny'MINX MposUseMHX APEBHepYCCKAX HKOHOMIC — abicoxoe M Wucmoe 
Uuexyeomgo, ri olla BBObIBAET BOCKINILEHHE HALLIX CoBpeMENINKOB. 

He Hyxwo aysturs, OyHTO HoKSTHe “HUICTOTM HCKYCCTBMY ROSMTIKTO TMI B HOBOS 
pena KaK mpusviaK ynaika. Josyur sroT Tax eTuaaHHO H GewianeKRNO MposRyyas 
BOTY Mopy MoToMy, ro oevOGomHT» ucKYECTRO OT BerO HY:RNOFO H HaxlocHOTO 
okasatoce nonosm0 TpyitHo. B [Ipesiel PycK ripowcxomuuto concex: uuce. Uacrora 
wexyeerea Gkuta NeM-TO eps H ecrecTBeHAMIM. [IpeRHiAs HKOHOTIc’ — 370 
[MCRYCETRO, B KOTOPOM ASHIKOM KPACOK CKA3AHO JILL TO, TO MOXKeT GT BMpARCKO 
Bpackax. H noToMy ee npowsseeuH 3BY'¥AT RO CIO CROIO CHAT 

Apensiepyecxnit macrep We suast nporupopentit Mexay 2aMbIcHOM H HeMOMKEN, 
ke Heubrrispa myk Topyecraa, Mowe slocTassict HOP PALLOCTS, KAK pocsoe 
Aepeno IWIN XPACHBLIL UBETOK, KOTOPEIE HIFIEM PYTIEM He O:KUH ObITD, KAK Ca 
ava cOGoit. Ha mioeKOCTHE HKONNOM! AOCKK bl BHLAIM YHKCTMe KPACOWHBE HATHA, 
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especially the angels, are seen bowing before the manger and before Mary. Here the 
prayerful note characteristic of the iconostasis is reflected. 

Many early Russian icons are difficult to understand or explain without their original 
context. In the Virgin Eleusa from Yaroslavl the figure of the Virgin looks more re- 
served and majestic than in a provincial copy and she holds herself more upright. 
But the outstretched hand is typically the gesture of the Virgin interceding at the Throne 
of Christ Pantocrator. The Virgin caresses her Son and at the same time takes part in 
the intercession, so that the line of her inclined head acquires additional meaning. 
In the composition of icons with border scenes around the centre panel, for example, 
the icons of St Peter or St Alexius by Dionysius, or SS Peter and Paul from Novgorod, 
the features characteristic of the iconostasis are evident. To observe clearly the separate 
border secenes, to “read” the painted narrative of the life of the saint, one must get 
close to the icon. At the distance from which these icons were actually seen it represents 
an entity in which the border scenes merge and become a kind of wreath around the 
figure of the saint. From close up the early Russian icon is always a work of fine and 
figurative art. At long range it loses much of this quality but gains in non-figurative 
decorativeness. This does not impoverish its artistic worth, does not diminish its con- 
ceptual meaning. The two mutually exclusive factors co-exist; they are indivisible and 
present a dialectical unity. 

In the Kashin icon of the Raising of Lazarus all the participants in the event are clearly 
seen from close range; but from a distance the icon presents on enormous colourful 
mass with predominating emerald green against which a bright red spot bursts forth 
like a flash, in direct opposition to the recorded event, and unexplainable either by the 
theme or the composition, but supplying a certain poetic charm to the whole. 

The icon loses its ties with the iconostasis in the second half of the sixteenth century. 
Iconostases continued to be made but they lost their original meaning and became 
an ordinary part of a church’s fittings; the typically Byzantine solemnity was stressed 
in their appearance. This was the time when small miniature lectern icons appeared 
in profusion; these were the so-called pyadnitsas (measuring one span) which are so 
pleasant to pick up and study closely. In the Stroganov icon of St Nicetas the Warrior, 
the saint turns to the Virgin in his prayer though he is depicted alone. He does not 
participate in a “convocational action” as did St George on Foot from Novgorod, with 
his Rublev-type inclined head. 

Early Russian icon painting is so unlike the painting on which modern man was brought 
up, that he easily succumbs to the idea that it amounts to theology in colours, and 
nothing more. At the same time he feels a distrust for the aesthetic impression he him- 
self derives from it. He begins to fear an aesthetic approach seemingly in contrast to 
the iconographical profundity of icon painting. In such conditions one fact gets lost, 
i.e. that the icon is more easily perceptible to us as a work of art than as an object 
of faith. The icon is not a ritual mask, not an ancient fetish—it was the result of a 
superior spiritual culture. The art of Ancient Rus, while maintaining its ties with religion 
and religious custom, was nevertheless quite developed and was independent. The con- 
nection between religion and art was undoubted, but an icon painter of genius was not 
necessarily a pious man; and the beauty of an icon was not limited to pious feelings, 
its lofty message was not always of the other world and, finally, its contemplative 
aspect was not tantamount to a prayer. 

Old Russian icon painting was connected with the spiritual life of man by many ties 
and, what is more, with the life of various sections of society (feudal society in the 
persons of its best representatives remembered that all people, whether of noble or 
common birth, were only of “Adam’s tribe”). It was important for the destiny of Russian 
icon painting that even during its Golden Age it was expected to give only what it 
could give and not to realize hopes that were beyond its power. That means that in its 
finest manifestations, ancient icon painting is a /ofty and pure art. It is these features 
that cause the admiration and envy of our contemporaries. 

One should not think that the term “pure art” arose only in recent period, as a sign 
of decadence. This slogan has rung out so desperately and hopelessly in the recent 
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pachth ysop KoHTypos — HMM CKASastO O¥EHE MOF, OHIE 3BY*a HHCTIIM 3BYKOM. 
Mut iasinsest axuNONMC peasbuol, ecm B HER MpelIMeTH WeGpAxAIOTeR TaKHM 
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Ho ecrs etme nponavenewnn na0xHosenbte, reitHa.tbibte, KOTOPSIC MTasbsLHLN HORM 
Bospornema nanan Gat Goxecrseuntini (divino). O weneapax apemnepye- 
coro HekyeerBA NYAHO cKAsaT! OCOSO, HTOOK ANIA HeOMITHOrO THAI OWN He MO- 
‘Tepwiich epeaut pazonbex npowssestennit, B HX €CTk KeHTO conepUIeHHOG, ROBE 
merHoe, npexpachoe. Tans wa nux, He AYMMeIlb, Kaxol uiKoNe oN MpuNAZREKAT, 
M serko a6bimaeuIs © TOM, cKOmBKO seKOR OrAesMHOT Hx oT Hac, ToT, kro HemuTAt 
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period because it was very difficult to liberate art of everything that was alien. The 
situation was quite different in Ancient Rus, when the purity of art was something 
primordial and natural. Early icon painting is an art which expresses in colour what 
can be expressed only in the language of colour. That is why such works proclaim their 
power in full strength. 

The early Russian painter knew no contradiction between conception and execution; 
he suffered no tortures of creative endeavour. The icon pleases the eye in the same way 
as a healthy tree or a beautiful flower which do not pretend to be anything other than 
what they are. On the flat surface of the icon panels one perceives bright colour 
patches and beautiful patterns of outlines, eloquent and strikingly pure notes. 
Painting is called realistic when the objects depicted are presented in such a way that 
they be taken as really existing. But what is represented in a picture leads the attention 
away from one’s surroundings. It is not surprising that to help the viewer to concentrate, 
pictures are set in frames. 

Icon painting is realistic in an entirely different way. What is depicted in an icon can 
never the accepted as reality, or only in a very narrow sense. One recognizes the 
figures of people and objects, but they are seen to be transformed and at times are not 
immediately recognizable. Forms in an icon are also transformed. Colours are bright 
and pure, of a kind one cannot see anywhere, perhaps, except in the sky at the hour of 
sunset or in a field thickly overgrown with cornflowers. For this reason whatever is 
represented always has an inherent quality of something never seen before, a sense of 
the unusual and unique (even claiming the attention of the man who possesses great 
visual experience). At the same time this hitherto unseen, unusual, colourful something 
becomes part of the life of man with the advent of the icon, becomes part of the space 
in which man lives, tests its strength with that of man, lifts man’s spirit, and brings 
about a realisation that he has witnessed some miracle—naturally, the miracle of 
true art. 

Icon colours come together in harmony, the forms make up a stable whole, and from 
this stems the meaning so that the painter has no need to remind the viewer of himself 
and his need to pour out his soul into his painting. Hence the incomparable power of 
persuasion of the icon, its almost inexplicable charm of colour and form. We cannot 
doubt that the people in Ancient Rus, beginning with the envoys of Vladimir, who were 
enchanted with the beauty of St Sophia’s in Constantinople, were able to perceive the 
beauty of true art. No wonder it was Rublev and Dionysius and not simply any 
icon painter, whom they appreciated and esteemed so highly. 

In Ancient Rus, even in the remote northern regions, no one could pick up a brush who 
had not at least some elementary idea of painting. The mass production of icons was 
not known in those times. It was only much later, after the development of consumer 
markets that the works of “bad painters” (plokhopistsy) began to appear and aroused 
the anxiety of the Church authorities. While the modern collector values all icons, 
even the least sophisticated of the eighteenth and nineteenth century works, this is 
only because his acquaitance with masterpieces has taught him to find even in an 
icon of this kind the barely perceptible reflection of great art. 


Vv 


Art history, which is still occupied chiefly with the classification of icons according 
to centuries and schools, will in time delve deep into the various purposes of icons and, 
accordingly, into the different artistic levels. Ancient Rus must have known many works 
which were of purely religious importance, especially icons of the Virgin, votive icons, 
also icons that “miraculously appeared”, which were painted from set patterns and 
contained scarcely any elements of creative endeavour. This is especially true of later 
icons. The majority of the surviving early icons are works of art, even those done by 
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na cofe ovaponanine 3TAK UtesIeHpOs, CorsMIeHTTeA, TO HKOHONNe’ —T0 MpexRe Acero 
1 Gombue Boero nod.aumoe Dosbuuoe ueKycema0. 
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rank-and-file painters. In the works of highly skilled masters one can usually see not 
only the artist’s skill but also his conception and at times his desire to demonstrate 
virtuoso technique. 

There are also works which are inspired, works of genius which the Italians of the 
Renaissance would have called divino. The masterpieces of early Russian art must be 
discussed separately, so that they are not lost to the unsophisticated eye amidst a welter 
of mediocre works. There is something superb, lofty and wonderful about them. On 
looking at them, one does not think about the school they belong to, and the centuries 
separating them from our day are forgotten. Anyone who has experienced the en- 
chantment emanating from a masterpiece will agree that icon painting is first of all and 
above all truly great art. 

Only a few of the numerous early Russian icons which can be regarded as masterpieces 
will be considered here. First of all, there is the question: how should they be ap- 
proached, considered, how can their artistic worth be expressed in words? Up to now 
this question has never been posed in works on the history of early Russian icon 
painting. It is customary to begin with the iconographical features of an icon. For 
example: “In the centre is the figure of the Virgin, to the left are the figures of angels, 
and to the right, shepherds; at the feet of the Virgin is St Joseph and an old shepherd”, 
and so on, and so forth. The author quite forgets that these words mean nothing in fact, 
because they apply not only to a masterpiece by Rublev, but also to a large number 
of other icons depicting the Nativity of Christ. 

It is customary in iconography to add a few remarks about the style (“pictorial” and 
“graphic” style) or, rather, about the manner of execution of an icon, and to list the 
colours used. Where the painter has deviated from what was the norm, critical remarks - 
are added (the too perfect proportions of Dionysius, the lack of facial expression). 
The most detailed and conscientious descriptions of this kind are incapable of bringing 
modern man closer to an understanding of early Russian icon painting. 

It is necessary to work out a special approach to such painting in order to extract the 
rich information each icon contains. One needs to examine an icon for a long time, 
to compare it with similar icons, search for the basic plastic motif, the main metaphor 
from which stems all the meaningful hints and nuances. Evidently, structurally different 
patterns should be followed in deciphering early icons than in deciphering pictures 
painted in the post-Renaissance period. 

Boris and Gleb were two of the most revered saints and martyrs in Rus, and were 
frequently depicted in icon painting. The fourteenth century icon of SS Boris and Gleb 
in the collection of the Russian Museum is undoubtedly the most remarkable and superb 
work on the subject. The Novgorodian icon of the same period shows squat figures 
so characteristic that it is quite clear that they are not Kievan princes but some Nov- 
gorod merchant’s sons, wearing rich red kaftans. As regards the icon of S'S Boris and 
Gleb from Kolomna the modern viewer is impressed here by the troubled gaze of the 
two brothers, which hints at a premonition of their tragic destiny. Their bright cinnabar 
and emerald cloaks, and the touching story of their lives set in border scenes also rivet 
the attention. Nevertheless the icon in the Russian Museum is the finest of them, as can 
be seen without additional explanation—and in any case it isa difficult task to explain 
the first impression it makes. 

The central Russian artist who painted it must have done so in the most difficult years 
of the Mongol invasion, but in it he recorded his memory of the glorious Kievan Rus. 
As for the iconography, the types of the princes, their postures and clothes—he did 
not invent anything new here, and did not add anything to what had been created by 
his precedessors. But the two well-known and familiar, almost identical silhouettes 
of the brothers who shared the same sad fate—they were victims of the internecine 
strife of princes—appear in this icon transfigured by the power of art. 

Their silhouettes acquired a more regular character. This is not simply a portrayal of 
two men—they had become signs. The entire icon represents the features of an emblem, 
of a heraldic sign. The identity of the two silhouettes expresses their fraternal unity, 
and Boris’s sword, depicted between the two of them, is a symbol of their unity, too. 
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1 9ToM mpeanoexinaior axresios <Tpontsiy Py6.1eu2, Ee BenoMtT®, ro ® Te 
2xc rout » Hlapurpante, » Mosamkaxc Kaxpite-Jpkant, case Wott — 70 inex 
ue Hapsansie panrit, Tora SymeT OcOGEHKO scHa BbIcOTA MopambHOrO itea:a, 
BottToMernoro w pyceKolk ikon. 

Barazowian n oTHOUIeHIK cBoero MpoueKORseNNA uKOHIN «BrraroBeUteHNTe” Ha Bae 
Topeka maxeTer Toxe MOAIMMBIM meAeepoM. Hy:xWO aUKMtaTEsIHO HeMOTpeTCR 
2B lee, ¥roGut OMIM OOuIN MpHIaKOB MaNIEOsIOFOREKOTO CTIUIs, KOTOPHHC ACEO 
Goanue Gpocaiotox n rasa, OOpeeTit 8 seit Neprbt HenloBTOpHNOTO OGaanHs, Autres, 
cama CTYNAN HO 3eNxe, CTPEMMTEMSHO Ht NerKO MIpWEIAAeTER K HleBe Mapu, ra TO. 
Kopiio ekiousxeT mepen HUM FowtoBY. CKONBKO PAE ny'MIME wrasesticKHe siacrepa 
OMAN 9tOT MOMENT, KOTOPLAl’ TAK TONKO CxMATILT MAcTEP AaropeKoit KOH, Gea 
‘cautanoll wyserairremucern dbp Atnxesiko, Ge3 uabiexarnol| ws.toNaHocTH Bor 
“tenuin, Bos, 410 Me MOKET Gilt BBIPAACHO WH B KCCTAX, HI BO BSTAAAAX OBeuER 
Guryp — noe aro suspaxxeto B apxitTexTypiioM axkowianleMette, 310 non0GHe rear 
Pambioro JauKitKA OveM cHOKHO, saTeiiMENO M NpekpacHo, [IpuMeTaTemHO, ro 
ono noxsnnsereR ocHonKO! Tene, Jerenii, aoxzyMINAE KuBOPUT Hat attTenO. wax 
‘Taer Babes, exty Bropir yaxatl mpo.teT oxna, Bost xcs asec wan BoroMarepBro 
cnowsen ovepratminont MoBropyer ec waiTON, Zve apKK Mexeay durypann (KaAKAR 
‘euenocre)) NeouuHaKoBOH BLICOTS, Gonee crpoiiuax apka cooTBercrayeT Tpetter- 
HoMY auieny, apyren, Goze tmpokas, — cKToHeuNow Mapm. Sareiiauasait apxi- 
‘TexTypHA GOH He OrpaMKNSHBAETEA NoBropedteM Toro, WTO MpoKexoawT w qury- 
PAX, OM ROIROZT H eROIO cOGETREHHYTO HOTY. SIPRO-Kpactias TKaHle (senyM) Hast 
“Mapnell auysnrr npasziuirto, Kak necro, cooSuaeMa aNtt:ioM, OTCHETBE ce 3aMeTK 
3 durypoit Borosarepu. AIpko-rosyOoi pyxan aurea pacnotoxeH 8 tesTpe, He- 
"Tipe apYTHX cH taTHIa — no HeTIIpeN yraaMt OcKH. Hxoita «Barosemenne> — 
‘370 equCTAeHIioe HoMeatIee 0 Hac MportsBeseNe KAKOTO-TO GewiMtAHHtOrO NacTep—a, 
Beposruo, cyueersosaro ete MHOxccTaO Apyrux. Kax mut xxaceuduiorposars ero, 
HO HACTOnbKO HeNOBTOpHIMO M TAK sif@wTeMBHO, YO cro aBTOPA ceEHOBAIO OL 
suinemT» w nanbatr» Macrepost saropexoro «Butaroueuteni, 

Swenutroponcxut wnt Py6ntesa — «Craeo, «Amacros Faves, «Apxanren Muxasior — 
‘CoOHNAH AxuMOMMCHDIN HOCTOMETBAMH He YerymaeT ero aHANEHHETOII <Tpouter. To 
AelicramrensHo wbuatounticx naMariAK pyccKO! yKOHOMCH nawana XV nexa, 
Bouse acero axiiwanna npitsexaer x ce6e suns pyGuenexoro Cnata: Gaaroetu0ro, 
AoGporo  nMECTe ¢ TeM © OTKPEITHM, MPOHIMETEHGKLAM BsTaNOM, OOPAIEHHBIM 
X spmremo, Texxoxoraa — 310 nepsoe, To monkynaer cospemeNoro spurTeaa 
4 apessiepyccxnix uxouax, Jitx apxatirena Morxaiina coxpaninies syste Apyrux ad 
Temboxun axon PyGsewa. Ero mpomopii, To:Kas oxysOTHOpeHKOCTE Gmitxe BCeTO 
K jloMoHrosBcKHM KaHtouaM. Henapow, no eauneremctay Hocuspa BoxouKoro, Py6- 
eR acaNI NBUPAIE Ha APERNHE HOHE, He MOMLTEN Ha HX, @ MpHETABALO H easton 
aaGseuio x pastassima. Co cHocti cite ONci MIOTEKOH KpacoToH, © HeyTONeN- 
Holt xwsa0H 8 meva/InKbIK tma3ax, CO CKOPOHO sApornyBIMAMH Gpoxant <boroMareph 
BramunupeKas ewe GiusKa x noanHell AHTHNHIOCTH, 9TO SeNOBCK, KOTOPONY BEHOM 
aueniemstt napoc, B anrenscxom smike PyGsiena nce “cnniKOM NesoneHeckoe», rAoT- 
ckoe, SeMtioe ovmasieT, Kar nenTyxHaN OGo.ToNKE. Mul lun ORDO «atecKoee NO- 
oGite>, Gyemmylo Ten, H BMeCTE MO GitnKE K NCTE eyMMHOCTH HeA1OBEHECKOTO, 
x ero Synts0crn x Goxecray, Kaw punto Oko Torna FoBOpITs, Ms BCTyNAeM B Ty 
cobepy, me He Moxer Gbitk tue ropecTet, Hi paslocrel, int ckopG, Ht ysLiGxH, re 
aoe Teper py6y10 Tenecnyio oesaaeMocT 

Zax coxaanua noxo6Horo oBpasa TpeGonariea orpoxtnl noni upawersenntex cu. 
Covell nyxomiocrito pyGnencenit auren Gyse nceraa vonmonarh mozeit. Ho ue 
cneayer aaGuBaTe 1 X¥somCeTREHHOTO MoMeKTa, ocoGorO BijieMI, GopMEL BLIpa- 
ew, Yeprot sui aurea nepeaaanst Tak TOHKO i erko, TOSKO OWN Mpouapartadtat 
Ha Aocke, eBeroTeHEBKe KOHTPACTHL HEMI, ocTacTeX oGuUl s0NOTHCTHAH TOR. 
Soawrucrocrs craoaurea noipaxemten HESEMHOM o6porH! m.nackw. B eprax mana 
€orh caoa saKonomepnocrs. Hoc nonofeK ToRKoMy erpony Zepena, 6ponn epiteaioT 
No cropoviam oT wero, xax sero, JIyrk Gposeit nosropsiotea % KyapaX Bon0e. 
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Gleb’s sword plays the same role as the cross in his elder borther’s hand. The fact that 
no ground is shown beneath their feet gives the figures lightness and spirituality, so 
distinguishing them from warrior saints painted in the pre-Mongol period. At the same 
time the two figures are very stable, balanced and the spaces between their bodies 
are in proportion; they are set beautifully in the rectangle of the panel. By virtue of 
cross coloring, the hues of the cloaks and kaftans are not so much qualities of objects 
they represent as compositional elements of the icon. 

These features of the icon are in keeping with the characterisations of Boris and Gleb. 
They are not so much warrior princes or martyrs as examples of moral staunchness 
and spiritual nobility. The two figures comprise an integral whole, thus anticipating 
the three angels in Rublev’s Old Testament Trinity. When one recalls that contemporary 
representations of the holy warriors in Constantinople, in the mosaics of Kahrié Cami, 
are depicted as effeminate fops, the loftiness of the moral ideal embodied in the Russian 
icon is especially striking. 

The icon of the Annunciation from Zagorsk, mysterious as far as its origin is concerned, 
is also a true masterpiece. One must look very attentively at it to perceive, in addition 
to the common characteristics of the Paleologue style, features of inimitable charm. 
The Archangel is seen approaching Mary, swiftly and lightly, hardly touching the 
ground, while Mary inclines her head submissively. How often the Italian masters 
tried to catch this moment, so delicately captured by the painter of the Zagorsk icon— 
without the over-sweet sentimentality of Fra Angelico, the excessive refinement of 
Botticelli. Everything that could not be expressed in gestures, look or the words which 
seem to issue from the figures is expressed in the architectural setting. It is like a back- 
drop in a theatre, and is very complex and beautiful. It, too, is subjugated to the main 
theme. The light, airy ciborium over the angel seems to be rising upwards, and 
is emphasized by the narrow window. The heavier canopy over the Virgin repeats 
the line of her head. Two arches between the figures—a rare flight of daring!—are of 
uneven height: the slimmer arch is in keeping with the tremulous angel, while the 
broader oné accords with the figure of the Virgin. The involved architectural back- 
ground is not limited to a linear repetition of the figures, but has a role of its own to 
play. The bright red cloth (velum) above the Virgin, rings out like a joyous sound, 
a message conveyed by the angel, and its echoes are perceived beyond the figure of 
the Virgin. The bright azure sleeve of the angel can be seen in the centre and four 
other blue patches are distributed over the four corners of the panel. The icon 
is the only surviving work of this unknown master, who evidently painted many more. 
However one classifies the work, it is unique and so significant that its painter deserves 
distincion, and should be known as the Master of the Zagorks Annunciation. 

The Zvenigorod Deesis Range painted by Rublev—the Saviour, the Apostle Paul and 
the Archangel Michael—is on a par with the painter’s famous Old Testament Trinity 
from the point of view of aesthetic significance, and is a truly outstanding masterpiece 
of early fifteenth century Russian icon painting. The face of Rublev’s Saviour claims 
the greatest attention, with its kindly, pious and at the same time open and penetrating 
gaze, directed straight at the viewer. Their psychological insight is the first thing that 
endears early Russian icons to the modern viewer. The face of the Archangel Michael 
has survived the passage of time better than Rublev’s other angels, and its proportions 
and fine spirituality are closer to pre-Mongol canons. It is hardly surprising to learn 
from Joseph Volotsky that Rublev spent hours contemplating ancient icons—he did not 
pray, but looked at and studied them closely with utter absoprtion. With her still very 
earthly beauty, the unappeasable longing in her dolorous look and the anguished line 
of her eyebrows, the Virgin of Vladimir is still very close to late antiquity ; she isa human 
being who has experienced what the ancient Greeks called pathos. In Rublev’s Archan- 
gel Michael everything that is “too human”, too carnal and earthy falls away, is shed 
as superfluous. One sees only the “dissimilar similarity”, a pale shadow, and at the 
same time one is closer here to the true essence of human nature, to its “nearness to 
the divine”. The viewer enters a sphere where there is no grief or joy, no sorrows or 
smiles, where everything sheds its crude carnal tangibility. 
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Baxpyracntoctn. KouTypos cratosurex stetrmorHnoM. Bee 9To Ke BLICTABIEHO Hae 
oka, Ho JUS serKO HaMeYeHO. HYAKHO BHUKHYTE B KAAIYtO MepTY HHA, TOO 
‘OueITATL AYMHeBHyt0 KPACOTY, KOTOPAR TaNTEA 3a HeIO. 

«Tporna» Py6nesa —3T0 sacy2ceimio caMoe aRecTHOe NpoWIBeHeIEHE pYCCKOH Heo 
Honey, Seen ner BosMOKHOCTHE BXOmUETH B HontpobHOe ee paceMtorpeute. B stoM 
contain PyGnena n uautGoxee smcTolt hopme abimMIuIOce OCTONHETBO APEBKepye- 
coli HxoHoMen: cpunocopexan rayGuxa, pennrHosas ociloRa, cHMBOmEYeCKIL XA 
AKTep OGpasow m cOMepUIeHETHO IE MHOTOSHAYHOCTE -kUBOTICHOH dhopstss, KOMORI 
WH, piTMa H upeTa. Kovlequo, eMbicn ee He MOxkET GitTh cResIeH K TOMY, TO OHA 
alaer Gesynpestio oprostoxcambiti OTHE Ka BoMpOC © cyuHOeTH Tpow, 0 KOTO 
POM mH chopat Mexny omaNsHO HepKOBBIO H epeTHKAM, Beste 2OrMaT Gut 
YeraHionseH eule OTHAMH epKDH, K HeMY XYOXHNK He COBUpAIEK wero MpHGaH- 
Juin, Hixouorpapmtecran npoGutema — xaxoe a1Muo TpoMuB oANavaeT KEAN 1 
"ex Outryp — sMnsiereH saeKO He KILOXeBOH K NOKUMALNO 3TOro MTeseBpA, BHLAHNO, 
sagas Py6rena Obvia Hem BMABNeHI paSHsAil MERAY MIAN, aw YTREpAENTAE HH 
AYNOpHIOTO esIHHeTBA, HeparvIeMbHOCTA — 3TOFO He YsMARANOCK ADCTUTHY’Tk Mt O-HOMY 
PemuMtecTeusUKy XYOrKINNKA TAK, Kew YAATOCL eM. 

Mrorusn nce eite exitracres, ro ncriminat coziarenam «pout Obi epeatie= 
vexonnte Gorocionis, PyGnes wero JNM ucnomNTeNs, Mexay Tem BoOGpaxeHte 
XYAOAHUKA apHeORAAIO eM TpIC TuleHUTeRMNO-NpeRpACHEAX *btrypEL 9a TpaNlesol. 
B stow cmnarosnyme, 8 apyxecrolt Gccene Kaxas 19 dhMTyp No-cRoeMy npeKpacta, 
‘OuyXoTBopeIma: KACHBW TOHKNE PYEH, OCOBeENO KUCTE HpAROrO axrena, 8 KoTOpOHL 
of HepAHT MOCOX, ckIONEMIBIE KYAPHBKIE FOTOBLL, BUPEKEHEC MOGBH H wRAEMO- 
HonuMarNx D sNEIAX. Bea 31a coBOKYEKOCTH (pop H UpeIMETOR CRATEEBAETCR B TAp- 
MounsecKoe, HeennMoe Ueioe, OSpasyeT ModOGUe BeHKA, BMCLIBACTER B KPYT (WINK 
 BoceMyrombIHK), OO.TeKACTES B PHTM MY HIKE HOBTOPOB. B STOM 3pHMOM, 
OWT ocsaeMont YrasbIBACTOR KAK €FO BCU CNMICR ZaKOOMEPHOCTS MEPOROTO 
Hopsika, KoTOpaN Kaxetea Hautnbiculell AoCTyNHO!t YeNOReKY My;POCTEIO: TpOE KaK 
‘omit — npooBpas, Moen yerpoeiia supa, BosmoxHo, 8 cBoeM oGpasHoM MBLtI= 
soit Py6aee noxssonanex Crapunienii OGWIeNPHHNTEIMH OBoaKAYeRMAMH OTZem 
‘MbIx mpemMeTOR: KpELTiA — rover, Yama — ropBkes cyabGa, ropa — Bocxoxere 
AYXa, mpeso — xpeso AxWSHIL, nastars — jloMocrpowremscro, Ho peutatoui 
ABNIKETCH TO, TO BOE ITH MOTIBEI, ILLTIOCTPHPYA R ero HKOHE ApeRMioIo zterenay, 
BNINANST He XAK OTBReNEHNMe aTeropm, uMeroUNNe caoll xZOY, OxM cknasT 
BaloTEH B HevTO tesTOe, MOCTANCHM 5 TAKHE BSAKMOOTKOWICHIL, TAK BMCHBALOTER 
'» acmomicuyio TRAM (OCOGEHHO Yala, HOBTOPeHHAR B MlTepRAAX huryp), 8TO YM 
‘NesIoBeka ® caMoM co3epHaHiit BeeTO lpencTapeHHOTD MeMBTEIBAeT OCOGEHAYIO OT 
PAY, COsaDAg, TO OT YACTHOTO OH HOCKOAHT K OGILMY, K OBuIeesORENECKOMY, 
HpuGwicxacTeR x MocrioKeIO Welt STHX NpeAMETOS, He TepsN 3 mILAA MpesIeCTHC 
Kpacorst Toro, wr oH sitiT. 

Chea satorosmeneuitix nxox na Temy 4yaa @aopa x JTaspa WosropostcKas HKOHA 
ws coGpanna H. C. Octpoyxona sonata GhtTh mpHoHana aol conepuiennoi. 31a- 
‘eHiNe 9TOTO TaOpeHIIA GesUMaNOTO HOBFOpONcsOrO MACTEpA MBI OHENHM AYHIIE 
Beer, cpaniiBar ero © Gowee PAKHMNH, BO BCAKOM crysiae, Gonee apKAMIEMMAN 
MRoHaMM. B mix metes scero mu conocTaNENKE PAAR OMHIOLOB 1 AHH 
canTHX, MoKpobicreseti KoHell, pH AOBObHO HeHeKyCHON woMOsHEHA. B OCTPO= 
yRoncxoil HoH Nee NpHOGpeno xapaKtep Crpolluoro UeNOTO, 9TO MasteHBKAR MO- 
ent mupa. Ee yaeHuisaer woryuas xpsuieran diurypa apxaurena Muxanza, nepen 
XOTOpHM MpercraremberByior, KAK B JeHMeyce, HoKPoMMTeMH KoHeH nop W Jkanp; 
BHIRy — GurTORAK NoRCeAHeMHOCTE: TAGyH Y RonOHOM  KoKenom, Tlocepemne 
sha KOH, KAK Gt OBKANAIOUINE HeANEMIX KOHEH, WeIO KaNA, GocBHIe, OceTANABIE 
Kom, FoTonbIe x TOMY, HrOGsI Ha MIX ce:1H Boi, HeoGkiKHoveNNO KPacitBas 10 
Pacnionoxciio ipiryp cUeHa HOKpoBHTeNbcTEA npespauierca B CHOCOBPASHLyIO Ise 
Snemy. YroOH eMe BHI OUHIITL conepulcHeTRO aTOrO eleBpe, HyaCHO cpap 
HHT ero ¢ Gonee no¥IHE! PeILAMKOH, BHINONHCHHO!E Me-To B NpoRMKMA xpecTBaH- 
ekiIM Macrepom cexepHoli uIKo.ts B Hell Te xe nepconaat, Ho yrpaNens GomecTReIt- 
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An enormous upsurge of moral power was needed to create such an image. Rublev’s 
Archangel will always be profoundly stirring in its spiritual force, but this should not 
lead one to forget the artistic aspect of the painting, the artist’s special vision and 
form of expression. The Archangel’s features are portrayed so delicately and lightly, 
as if incised on the board; contrasts of light and shade disappear, and a general golden, 
all-pervasive hue remains, the golden glow becoming the expression of heavenly beati- 
tude and sweetness. The features of the Archangel have a logic of their own. The nose 
is like a slim tree trunk, with the eyebrows curving on both sides like the branches 
of a tree. The arcs of the eyebrows are echoed in the wavy hair and the rounded outlines 
become a kind of refrain running throughout the icon. Yet this is not done demonstra- 
tively, it is only hinted at. A keen study must be made of every feature to appreciate 
the spiritual beauty inherent in this icon. 

Rublev’s Old Testament Trinity is deservedly the best-known work of Russian icon 
painting. It cannot be considered at length here. Rublev’s painting displays in the 
purest form the finer points of early Russian icon painting: philosophical profundity, 
the religious basis, the symbolic character of images, the skill, and deep meaningfulness 
of pictorial form, composition, rhythm, and colour. It goes without saying that its 
significance is not merely that it supplies an irreproachably Orthodox answer to the 
question of the nature of the Old Testament Trinity, over which heated controversy 
raged between the official Church and the heretics. After all, the dogma had been laid 
down by the Church Fathers, and the artist had no intention of adding anything to it. 
The iconographical problem—which aspect of the Trinity was expressed by each of the 
three figures—is far from being the key one for an understanding of this masterpiece. 
Apparently Rublev’s aim was not to show the difference between them but on the 
contrary to demonstrate their spiritual unity and indivisibility—a point which none 
of Rublev’s predecessors was able to achieve to such a degree. 

It is still considered by many that the true creators of the Old Testament Trinity were 
medieval theologians, and that the artist’s part was limited to carrying out their 
conceptions. Yet the artist’s imagination prompted him to paint the three enchantingly 
beautiful figures seated for a meal round a table with a bowl on it. In this symposium, 
this friendly exchange, each figure is wonderful and spiritual in its own way; the slim 
hands are beautiful, especially that of the right-hand angel in which it holds its staff; 
the inclined curly heads, the expression of love and mutual understanding on the 
angels’ faces. The totality is a harmonious, integral whole, the similitude of a wreath, 
set within a circle (or perhaps an octagon), it acquires the rhythmic form of musical 
refrain. In this visual, almost tangible form one divines its higher meaning—the logic 
of the universe, which seems the highest wisdom attainable by man: the three in one— 
the prototype, the model of the world. Perhaps in his imagery Rublev employed the 
ancient well-known meanings of symbols of the objects: the wing to denote flight, 
the bowl as representing bitter fate, the mountain as spiritual ascension, the tree as the 
Tree of Life, and architectural details as home building. But the decisive fact is that 
these motifs illustrating the ancient legend in his icon are not like abstract allegories 
requiring a key to their understanding. They make up something integral, they are 
seen in such juxtaposition and inter-relations as to be part of a pictorial fabric (espe- 
cially the bowl, the configurations of which are echoed by the space between the 
figures) in such a way that one’s mind derives special pleasure in the very contemplation 
of it all, realising that here is an ascent from the particular to the general, to someting 
that is significant to all mankind; that one comes close to a perception of the ideas 
behind these objects without at the same time losing the beauty, the charm of everything 
around. 

Among the numerous icons on the subject of SS Florus and Laurus, the Novgorodian 
icon from the collection of I.S. Ostroukhov must be recognised as the finest. The sig- 
nificance of this work by an anonymous Noygorodian master can be better perceived 
through a comparison with some earlier icons, or at any rate icons with more archaic 
features. They simply record various episodes from the lives of these saints, who are 
the patron saints of horses, while the execution is rather poor. In the Ostroukhov icon 
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haw Mepa: JlowanxH pasGexamcn, (burypxi paccessINck, BALePKYTHIE KpBLIbR ap- 
xaurenia ator ewy Goutoute cums, Ho OTHEANIOT ero OT JHONeH — Mt eaA aT HE Ace 
ovaporaniie wenespa uewesNO, 3neck HAFAAANO BHAHO: WeKyecTRO HoRroponcKorO 
Mactepa Gontwinte necro Mpossoct B TOM, TO OFMET meNeAP OT ero novATteli- 
lero nompaxsars. 

Ocrpoyxouexoe «Flonoxenne 0 rpoGr saciyxemlo HomsyeTER MUpORO! eoAHO, 
OTA aM s10 CHX Hop HewSBECTHO wt MMs ero CORMATe:TA, HH IKONA, 1 KOTOPO! OHO 
sumo. Hxoworpadmaeckute npororinst 3To¥ wots wanectit. Ho Tomko B 9TOM 
cosmannn o6pas npHoGpen rayGoxuit entuicn H OTAMICA B coREpIeHIYiO HoPMY, OT 
koTopoil uuvero Hesthas OTHSTR IE KOTOPO!i HuNNerO HeMtas npAGaMte, HeGombinad 
Kowa ua Ty we Temy 1488 roma (TpeTHsKoncKas Taziopes) ALITY He TO KAK Hep 
suit neconepiiennil HAOPOCOK, He TO KAK HeyKaKOAKAR PerumtKA O6uero OpHTHIATa. 
Ona neperpyxcia dhurypantt, xpecr TsxKew0 saosmser dbout. OctpoyxoncKuit wacrep 
epecoaeT TpAIMIMIOHHEs Tun, KenuutHa B spKO-KPAcHOM Maine BLIpAXKaeT Roe 
Fope BLICOKO BCKHNYTEIMH PykaMH. ITO M Mua MO yMeputeMy H TopxeCTReIHDT 
‘obpaa, Mepwioe wieeraie exnowenitix a crosmux duuryp. Bekunyrate pyxu murpaxaior 
rope, x swecte ¢ TeM 3To —saKnsHe, purtyantbiil xecT, B HKOHE B XECTAX W B OCAUIKE 
‘TOHKO OXApaKrepitsonan KAxIAM YoactuMK cutewss. OmHoBpeMentio Bee OM TO 
‘unuioTes, Kak 3aKOHY, MepHoMy crporomy purray. Hou sunepaaia w Tenx 
TowaK, 8 OTTEHKAX KOpHHEHOTO Ht oparteRor, Bupuinaeres TouKO GenocHextiag 
cemenyras mynust — Geammnraniioe Te10 yMepuiero, — A Taloxe 2keNITHA CO ACKIEY= 
‘Tint pysast » r-tantenno-kpactowt turante. B KOWTeKCTE Becro MpoHsBencuIR KpacKi 
crawosscs YocuTeIMH J1)NOBIOTO BMpwRCKA, PopK He hoxe rpyrmia nowropaLoT 
OWePTANNA BCKHHYTHIX PYK AACHUIMHBI, I BMECTE C TeM OH CGeraior BiAK:, MpuBe- 
KAIOT nIMIMaHKe K TOMY, "TO THopitres Ha sentae, <FlonoxeMe Bo rpOGy 8 xyn0- 
“xecTHEHIOM OTHOMTE;NAT NpewoeXONT LpyrHe UKONM, KOTOPLLe MOF MpuKasLIC= 
1kaTE K TOMY ace MpassEAHONY Ps. 

Bamewareabinitl merewp Ayoncux — sige orpombie xuruifubte KOHL: «MTerp 
Mitrponoann» at «Anexcuh Mutrponomirm>, iowa Artexcis ocoGeno conepiiettia, 
Ha nepassit nara a oTWx uKoRAX B (burypaX MurrponlomtoN NpeoOLaNAIOT Bese, 
‘TOPMECTBENHIOCTE, HapsUMHOCTH, A B NTH KacliMax — MoRecTRORATEMbIOCTH, 
Bosimnxwoseuse o1ux uxOH, UpeuASHAYeHHNX ANN cTOMeNHOTO KaenpATHOTD com 
Gopa, crour a cosausc aqayaNn MpocmaD.TeKME M BOSREMHTICKEUR B AHI TOsTETHICCKIX 
M uepxosuuix xesteneH weer Mockonckoro Kuxxecr#a. Ho 9r0 TosibKo (acaias, 
orpiuuansian cropona aaMtbiona, MMeetex m pyroe: upancrsentice BemIHe oOpa- 
408, sutcTas tlox3a KpacoK H ébopm. Buaronapy 3ToMy sakasHoe, odunuamHoe npo- 
ussesieute crantonirres teseRpom. 

Onna ns cymiecTaenniix Nepr nooTuKH HhoHHcHs » 3roit WkoHe aaxmoNueTeR B par 
awivoit axi,4Tuponke saementos ioSpakcinx, B epetnke smo eBaToro oKyTAHO 
MoayTeMb10, O¥TH CEpHITO, NOTPYAeHO B corepUAHe, HAOGOPOT, B ONEKAE Hos 
Mepxnyra paroueniag napwa, Oemslt oMoop © NepisiMH xpecrawit. Buaronaps 
STOMY @uTypa CraHORIETCA COcpENOTONeHHO!, OxYXOTROPEHHOM, CO CAsTOTO Kak Oot 
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1» neGe, mpocrepunil aan ua mueport, roToBu ero o6usTE. Purypis mpen- 
roms, merKne # erpollune, cayxar onopolt 1 oGpamaeuuem. Kax Xpucroc, 


148 


140 138 


150 154 


150 


everything acquires the character of an integral whole—it is the world in miniature. 
The icon is crowned by the mighty winged figure of the Archangel Michael, before 
whom the patron saints of horses are interceding as in the Deesis; in the lower part of 
the icon we see herds of horses by the water with their grooms—scenes from everyday 
life. Between the two ranges are two horses, apparently signifying idealised horses, the 
idea of a horse—two steeds, saddled and ready to be mounted by their warrior riders. 
This scene of patronage with the remarkably beautiful disposition of its figures, becomes 
a kind of emblem. For a fuller appreciation of its perfection, this masterpiece should 
be compared with a later copy of the icon, painted in some province by a peasant crafts- 
man of the Northern school. The provincial icon has the same personages, but the 
marvellous balance is broken, and the horses are scattered far and wide, the figures 
dispersed, and the angular raised wings of the Archangel, while giving an impression 
of greater power, separate him from the people; in fact almost all the charm of the 
Ostroukhov masterpiece is lost. This is a clear demonstration of the fact that the art 
of the Novgorodian master is above all displayed in the features which differentiate 
the masterpiece from the later copy. 

The Ostroukhov Entombment deservedly enjoys world renown, though we still do not 
know either the name of the painter or the school it hails from. We know the icono- 
graphic prototype of the icon, but only in this painting does the image acquire a pro- 
found meaning and perfection of form to which nothing can be added, from which noth- 
ing can be taken away. The small 1488 icon (Tretyakov Gallery) on the same theme 
looks like either a preliminary imperfect sketch or a clumsy copy of a common original. 
It is overloaded with figures, and the cross fills the background weightily. The Ostro- 
ukhoy artist gives the traditional type a new interpretation. The woman in a bright red 
cloak expresses her grief by throwing up her arms. The scene is both a lament for the 
departed and a solemn rite, a succession of stately figures, bowed and upright. Upraised 
arms express grief and at the same time an oath, a ritual gesture. Every participant 
in the scene is finely characterised by gesture and posture, and at the same time they 
are all obedient to the austere, measured rhythm as if to a law. The icon keeps to warm 
tones—brown and orange hues. The only accents are the snow-white winding sheet 
on the body of the dead Christ, and the flame-red cloak of the woman with upraised 
arms. Within the context of the whole work the colours are the vehicle of spiritual 
expression. The hills in the background behind the group repeat the outlines of the 
woman’s upraised arms, and at the same time there is a downward movement to draw 
our attention to what is taking place on earth. The Entombment is superior, artistically, 
to other icons which might also belong to the same Church Feasts Range. 

The two large icons, St Peter, Metropolitan of Moscow and St Alexius, Metropolitan of 
Moscow, are masterpieces by Dionysius. The icon of St Alexius is of especial worth. At 
first glance the figures of the Metropolitans in these icons seem to express only majesty, 
grandeur, resplendence, while the border scenes remain strictly narrative. These icons, 
painted for the main cathedral in the country’s capital, were commissioned in connec- 
tion with the tasks of glorifying and exalting the Moscow principality in the persons 
of political and Church figures. But this is only the outward, official aspect. There is 
another: the moral majesty of the images, the pure poetry of colour and form. Thanks 
to this a commissioned, official work became a masterpiece. 

One of the most essential features of Dionysius’ poetic fabric in this icon is the way 
certain elements are accentuated. In the centre panel the face of the saint is shrouded 
in half-shadow, almost obscured, and is deep in contemplation, while in contrast the 
richness of the robes is stressed—the precious brocade of the robe and the white 
omophorion with a design of black crosses. This gives the figures greater intenseness, 
greater spirituality, and the rich garments seen to fall away from the saint to reveal 
his spiritual nature (rather as in Chekhov’s short story The Archbishop, where, 
beyond the image of the Church hierarch can be perceived the touching figure of a 
kindly, unhappy man). ' 
In the border scene, the Presentation of the Icon, the priest, wearing white robes, appears 
against the background of a snow-white church. White stands for ideal purity and 
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(burypxn anrenos, Stuxe KOUTpacTOM B KOH ALOCKTEA aeMeHT npOcTpAHKeTHEHIOR 
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‘TnoptectHo, jIpamaTiveexoe BIaUMOneiicTENe YepHUX H KPACKLEX nxTeN, OBasAI0- 
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chastity. In the majority of border scenes only the black doorways and the dark cloak 
of St Alexius retain “thinginess”, tangibility. The fame of the Metropolitan, his majestic 
bearing is an expression of his piety. Border scenes telling the story of his hard ascetic 
life form a colourful wreath around his image. 

In Dionysius’ Crucifixion the traditional iconography is given an artistic interpretation. 
The elements of the drama of Golgotha are there, but the drama as such is no more. 
The crucified Christ is a triumphant being, a soaring into the heavens, spreading his 
arms over the world, ready to embrace it. The figures of the interceders are also light 
and slim, serving to support and frame the main representation. Like Christ, the scene 
is soaring rather than standing. But the most remarkable thing is what takes place 
in heaven. Contrasted to the tall, slim figure of Christ are extremely diminutive angels, 
and this contrast introduces the elements of space and depth into the icon. The little 
figures soaring in the sky form something of a garland around the tree of Golgotha; 
they decorate it like flowers, they mark out the invisible circle which contains the figure 
of Christ. 

It is practically impossible to convey these characteristic features of the Crucifixion 
in words; they are hardly perceptible to the eye. It is, however, these barely discernible 
deviations from the canon that distinguish Dionysius’ icon from all other Russian 
icons on the same theme. In addition to pious adherence to the canon, it is clear that 
Dionysius’ work is the result of a great upsurge of his artistic genius. 

The Apocalypse of the Kremlin Master is an outstanding work in both conception and 
execution. In this case the painter had no iconographical prototype to follow, and 
everything was left to his own powers of invention. He gave the Revelations of St John 
an interpretation which was unique of its kind. This is not a story of the grim trials 
and horrors with which mankind will be confronted at the end of the world, but 
a glorious dream of the coming of the kingdom of justice and harmony. True to the 
finest behests of Rublev and close in pictorial vocabulary to Dionysius, the Kremlin 
Master displayed in this immense icon with its hundreds of figures a rare inventiveness 
and versatility. What he represents here is not a literal translation of the text into 
“visual range”. It is a truly inspired creation, the creation of a new legend and a new 
myth, about people, about angels, about the appearance of God and the ordeals of 
mankind. 


VI 


It is not easy for modern man to appreciate the artistic quality of early Russian icon 
painting. He is diverted by entertaining details, psychological accents which are close 
to his tastes but were in fact not at all typical of Russian icon painting, and were in 
some cases indications of its decline. The opinion has been expressed that icons only 
acquired aesthetic worth in the sixteenth century, and that only from that time did 
icons begin to be regarded as works of art. In fact the opposite was the case. Though 
icon painting for a long time preserved features of the “icon-painting style”, or rather 
the traditional manner of execution, by the mid-sixteenth century, the main features 
of “icon-painting aesthetics” had begun to disappear. 

The elegant little icon of St Nicetas the Warrior by the Stroganoy painter Procopius 
Chirin, is very appealing with the spontaneity with which it conveys the emotions of 
a man praying to the Virgin in time of trouble. But this is not so much pictorial art as 
a witnessing, an avowal, a narration. The icon lacks the poetic power so characteristic 
of the early sixteenth century icon of S¢ George. In the Stroganov icon the linear 
design is first of all a reproduction, an outline of the theme. In the early sixteenth 
century work the outlines of the figure derive from a number of metaphorical 
allusions. The quiver is an integral part of the saint’s figure. The red cloak billows like 
a standard, giving the figure added stateliness, especially in contrast to the dispropor- 
tionately small head. The delineation in the earlier icon is free creation, dramatic 
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interplay of black and red patches which have a life of their own. That is why the icon 
has something greater than the human eye can see. Here is an epic hero, the valorous 
bogatyr of folklore of whom some immense legendary deed can be expected. 

One can find excellent works in sixteenth-seventeenth century icon painting, most 
ikely in the provinces rather than in the capital at the court. Simon Ushakov appealed 
to his royal patrons, especially Tsar Alexei Mikhailovich, with his moderate eclecticism 
and smooth manner of painting. Despite the virtuoso technique, his Archangel Michael 
is a work of little artistic worth. The Archistrategus Michael icon, a provincial work of 
the same period, is a poetic vision of a fiery avenging angel and is truer to the traditional 
lofty style. Provincial sixteenth-seventeenth century work displays more of a popular 
spirit, of the true icon-painting style, than the works of royal and metropolitan painters 
who were attracted by the doubtful advantages of the fryaz or occidental style. 

Later works of the early Russian icon painting undoubtedly show a gradual deterio- 
ration of standards and later the actual decline of the art. The radical distinctions 
between the icon painting of the Golden Age, and that of the period of decline must not 
be ignored or glossed over. A study of the later works is instructive for an appreciation 
of what were the most valuable qualities of icon painting in its heyday. In the sixteenth- 
seventeenth centuries painters imitated old models at the demand of the authorities, 
and repeated traditional iconographical types. But is was no more than imitation and 
copying. The living, creative spirit gradually disappeared. Now the icons were not so 
much created by painters as produced by craftsmen whose technique was at times 
truly virtuoso. The forms became petrified, the poetic flights of fancy seen in early 
icons were replaced by pedantic precision and uninspired diligence. A faithful likeness 
to nature in all its details was achieved at the expense of the integral whole. Draughts- 
manship in the majority of cases became cold and hard, and colours grew dull, form 
became flaccid, flexible, and often finesse was lost and crudeness emerged. But the main 
thing was that behind these changes icon painting as a whole began increasingly to lose 
its character as a great art and became “theology in colour”, didactic, narrative and 
illustrative. At times the iconography became so involved that without a special 
commentary icons seemed to have no meaning. 

Early Russian icon painting of the Golden Age appealed with such clarity of language 
that one would think its creators were straightforward, simple-hearted people. In fact 
icon painting is a great, mature art, based on a profound understanding and great 
artistry. It is very difficult to relay it in words, because everything in it is expressed 
through specific icon-painting form. The forms of icon painting invariably have a spe- 
cific inner meaning. A special understanding of linear design, composition, space, 
colour and light was evolved. 

The purpose of linear design in icons was to convey the outlines of an object in such 
a way that it could be recognised. The old Russian painters possessed that art, and in 
the majority of icons people, animals, trees and buildings are immediately recognizable. 
But this was not all. The linear design could also help to reveal in the objects their 
connection with one another. The graphic metaphor is a common phenomenon in 
Russian icon painting; it is a poetic likening of man to a hill, a tower, a tree, or perhaps 
to a flower or a slim vase. But apart from this, the delineation may also be pictorially 
effective. One example is the representation of St Gleb in a fourteenth century icon, 
or King David in the fifteenth century Novgorodian icon. In the first case it is the oval 
of the face with wavy hair apparently cascading down on either side. In the other case 
it is the two curved lines (the outline of the crown and the edge of the cloak), and 
between them the head framed by two swathes of hair. Each of these examples has 
correct form, symmetry, rhythm, and harmonic proportions. But these forms are also 
highly meaningful as representations of Gleb and David. The features of the human 
face are placed within the correct structure. Images of men acquire the character of an 
emblem. 

The Virgin of the Sign from Kashin is an example of a representation becoming 
an emblem, of organic forms being transformed into the abstract-ornamental. The half- 
length figure of the Virgin forms a monumental stepped pyramid with rounded edges. 
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enocro watepiierna, i OGparnuAM UeKTPOSTpeMUTeRbiNM mBHKEHHEM xpacHN 
XepymiMon, sleTaNUIX x Hell, B oGpase Boromarepi, cxROa Yeprbt €€ HesTOReHECKOFO 
Syaroponcraa  KpacoTHs, KAK IMMCTUNeCKAs MeTaopa, MporsiumIBAeT ynouOGme- 
HWE ee pAcHyCKAIOWeMyeX y HAC Ma TIAsAX MMKORUENOMY uBersY. Amute uiecro- 
KPBLIbEDI BEIHIBAIOT 8 NANSITH OOpAaU ABYX 6yTOKOS, 

Hepento carrator nanGosee xapaerepliiin npHaKAKOM HKOUKL yesosHocmD usobpae 
2icenta, Ho, 8 cyuWocTH, nenkoe WeRYeeTBO YeutOBHO —HtpeBepyECKOE H HEKYCCTHO 
Monoro apestewn. TomKo xapaktep YOORHOCTH B JIpesHePYCCKOM HKOKOMICH RHO, 
eM B xNBOMCH spyrux SHOX. JL18 Tora HTOGia OBbACHEITS ceGE OEOGEHHOCTH A3bIKA, 
ApewiiepyccKoit NKOHOMCH, HYAHO HOMINTS, TO EMR JH He KRARLOE UsOGpaDcesUE 
HMesIO SHaYeHHe OMGzeMrs. DTO He TONSKO BocNPoMRereIHE YACTHOFO MpesMeTa, 
COBH, Ho 1 PackpurTHE ero NeLOGUIeTO cMLICAL H, COOTBETETSEHHO TOMY, ABIE- 
sleuNe oneMeNTOR, KOTOpHIe vaxHAL ARK MOWIMANNR 3TOTO SCLOGUIETO eaten 
oGpasa, 

B tkonax XVI nexa Gombine xapaxtepa, reuxoorit, Ho 9MGneMaTHMHOCT Heweaaer. 
B npeauepyecxoit nkoniomicn KoIrTyp He ToABKO smaMeTeR rpaNHuell NpenseToR, HO 
W oGxamaer cnocobHocrsto nepenanars 1x aHyTPeMHHe chit, nowxeKe. Baaronaps 
muneltnony purwy cxoux oveprauuit arent » «Pacnarine JlMoHicKN TAK MAABHO 
HaMieyT no soxlyxy. B MORMMAMINL AMM pySCKHe NaCTEPA ConpiKAcatoTER ¢ rOTHE 
‘eekwintl, OTacrH © BoTTHVeNmt. Ho 8 HKOHOMUCH He ReTpewaeres KoHTTypOR GectlO- 
KojtHitx, MetaMeTuA, BomMuCTEn< x sanyTaNBIX. JTpeBHepyceKHE XYHOXHIKH cseNIUIN 
34 TeM, TOOK KOUTYpHI He pasGusANK «GoxwUNOM hopNent». pexpactisie npusepsi 
dromy —nkows «Peoprati neuuits w «ebeaop Crpariuat exten. Meskite extais 
‘omeasihl  YSopi Ma siatax Teoprus, ruyraa pyka Penopa, coorsereTsyloMes KPyT= 
toMy Mesy, He pasGnaior ueMHocrH OGOKX eiUIyaTOB, 

Konmosnutia — ciutbiaa cropoua apesnepyeckux iko. PanoM © Hkovtasen Kapritet 
NoBOTO BPeMeHH HeIMGeAHO NpOHEPMIBAIOT: B HEX He TAK OTYETUNIHO sEIPAKEHO 
Rocrpocune uenoro. Hla Tore vroGs oueHETS oTsIeALLIYIO KOH, MeOBKOAIMO 
AIMKHYTE w OGuDIe MONOMMEHME SaKOUML HocTpOEIMIS, EaBa JK He KECKTAR KOH 
Muomtren KaK non06ue wmipa, H, cooTBeTeTHEHHO 9TOMY, B Hell ReeT/Aa HpHEyTETEyCT 
penis ovb, B nett Take conepaaTce aeMeHTA TPHNTHXA, W NOTOMY 0 cropo- 
aM OF OCH ecrs Goxoubie xpsLtes, cruopkH. B ee nepxuteli sacri wbicwren eGo, 
BBCI spyeu GurTHR, a BMNEY OGRIANO OGOdHIAMEHA IEMA, HOReME, W HeKOTOPINX 
CAy¥as Hoi Heli — tpestenonuas, Ociononosoxnan eTPYRTYpa HKOINU, HesAaNeMMO 
OF Cloxera, BmUeT Ha KOMMOSMIIO, Gynler st To PORAECTRO, WM pacHArHe, KPE- 
ewe Ht toxpon, 

PaoM © TpextuieiHoit erpyxTypoit ¢ HoswepkHyTolt epemuell ocuio eymtecTayer eMe 
ABYXSACTHAH, B KOTOpoit cpemtaA Ocb MMeeT BcerO ANIL paAaMenTesbMbAl XapAKTeP. 
B awit enysasx urypat saMMMaloT MecTO HOXpyr Mycroro HpacrpAeTRa, 1 KOM: 
ownun coxpansieren cuMMErpHs, m hopSaALHAR H eMEeTOBAs. CoBmOAeIME nO- 
[TOMIINLIX Crpyeryp He HeKmMOwE.I0 OTeTYnUICHUA, HoH TorAA OCHOBOHOAOKWAR Exe 
Ma He Tepwuia snuvenn, Oua Kak Gb KaHIONAUIELTA 0 TOM, 470 B MMIpe nose GuITe 
cofinionten Hopaz10x, NoKoit, "To Kaxiloe BMtAeHHE BLINDIRAeT MpoTHRostelicTane. 
Poomenie Popwbt KoMMOsMIUNE OTBeYAMI He TOBE pasmIEnAN KoTpebHocrsM 
aryca. Kaxnas hopaa 8 MKoHe neera aaKmiowaeT B ceGe esoit exerea, Hosropos- 
‘oka kowta «Foxpow»  Mocxouexas ite oTcTynatoT oF oGutero mKoKOrpadiriccKro 
‘nina. Ho KownosinmorHe o6e uxowsa pasnHisl. B WoaropoacKolt HkoHe Bee toe 
pasGuro Ha KOAApATH M MPsMOyrOIBAHKH. B mx srucantt dpuryps BorosarepH 
XM coiuierenet ee 4yecHoro snzenuA 8 ocaxueMHoM BparansH Llapbrpacie, XapaK- 
‘Tepito, TO ANAC HlepKOBHIE TABLE NOCTABLICHB TAK, By:ITO 9TO Mire caMOCTOSTE:TI= 
unix nepxneil. B MocKoncxoii uxoue «IToxpona», nocxozauteit x Gone xpepttemy 
cyonamuexomy npotoruny, i BoroMareps 1 eBiLteTeaH CoctaRMNOT teAytO TPyMtTy, 
oGpasyior noayxpyr, KoTOpssit Ha MeGe SAMDIKAET PACTAMYTAM TKAND B PYKAX JIBYX 
axreno8, Purypa BoroMatepa we soaute apyrux quryp n Kaxerea Gostee KpynHol 
IHU 8 ComocTaRNIEH CO CrpoilubiM 3aaKHeNt 34 well, HosroporeKuit «FloKpos» 
oxox ma mepapxiveckuii «Crpaunsl cys, Mockonesuii «Floxpon» — wotoGue 
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This dark cherry-red silhouette is echoed by the golden silhouette of the half-length 
figure of the Child—graphically expressing his filial dependence on His mother. The 
Virgin’s upraised arms together with the edge of her maphorion, form a loose curve 
which indicates the solid reality of the Child’s body. There is a faultless relationship 
between the gesture of the arms, symbolising the mystery of her motherhood, and the 
reverse, centripetal movement of the red-coloured cherubim flying towards her. In addi- 
tion to conveying a sense of human nobility and beauty, the image of the Virgin seems, 
as if by some graceful metaphor, like a fabulous flower unfolding under one’s very gaze. 
The red six-winged cherubim suggest two flowerbuds. 

Frequently the conventionality of the image is considered the most characteristic 
feature of icons. But in fact all art is conventional, both early Russian and the art of 
the later periods. It is simply that the character of the conventionality in early Russian 
icon painting differs from that of the paintings of other periods. To understand, to 
explain to oneself the pecularities of the language of early Russian icon painting, 
it must be remembered that almost every one of the representations also had a meaning 
as an emblem. This is not only a representation of a particular object or an event, but 
also a disclosure of its broader meaning and, consequently, a stressing of the ele- 
ments which are most important for an understanding of the wider meaning of the 
image. Sixteenth century icons have more character and psychology but the em- 
blematic quality disappears. 

In early Russian icon painting outlines not only serve to denote the borders of 
objects, but also possess the ability to relate their inner strength and movement. 
Thanks to the linear rhythm the angels in Dionysius’ Crucifixion seem to soar in 
mid-air. In their understanding of linear design Russian craftsmen come close to that 
of the Gothic artists and, to some extent, to Botticelli, though icon painting has no 
restless, undulating confused or looped-like contours. Early Russian painters saw to it 
that contours did not violate the general form. Good examples are the icons of St George 
on Foot and St Theodore Stratilates. The minute folds of the clothes and the design 
on the armour worn by St George, and the bent arm of St Theodore, which corresponds 
to the curved sword, do not break the integrity of the two silhouettes. 

Composition is the strongest aspect of early Russian icons. In comparison with icons, 
paintings of the later periods invariably lose: the compositional build-up of the whole 
is not so clearly expressed. To appreciate individual icons one must understand properly 
the general laws of icon composition. Almost every icon was thought of as a likeness 
of the world, and accordingly each has a central axis. The icon has elements of a trip- 
tych, and because of that the two sides of the central axis are perceived as side wings 
or leaves. The upper part is seen as the sky, the higher ranges of life, while down below 
the earth, the ground is indicated and, in some cases, Hell below it. The main structure 
of the icon, whatever the subject, influences its composition, whether it is the Navitity 
or the Crucifixion, the Baptism or the Intercession. 

Besides the three element structure with the emphasis on the central axis there is another 
type, a two-part one, in which the central axis is only of a dividing character. In such 
cases, the figures surround an empty space, as it were, and the composition preserved 
symmetry, both of form and of meaning. The observance of consistently maintained 
structures did not rule out some deviations. But even where there were deviations, the 
basic scheme preserved its meaning, reminding the viewer of the necessity to observe or- 
der and peace in the world, and that every movement gives rise to a countermovement. 
Various forms of composition were not only designed to suit various tastes. In an icon 
every form invariably has a definite meaning. The Novgorodian icon of the Intercession 
and the Moscow one do not deviate from the general iconographic type but composi- 
tionally the two are quite different. The Novgorodian one has the entire surface of the 
icon divided into squares and rectangles. Within them we see the figure of the Virgin 
and the figures of the those who witnessed the miraculous appearance of the Virgin 
in Constantinople when it was beseiged by the enemy. It is characteristic that even 
the domes of the church are placed in such a way as to resemble five individual churches. 
In the Moscow icon of the Intercession, which goes back to a much earlier Suzdalian 
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nent npocnan.ienna Borowatepi, axaducror Jnonnens e ibepanonroscxnx d)peckan, 
Centr 13 xcrruiinott uxorst «Bopue a PaeG» XVI Reka sai07 npenerasserme 0 Beal 
KOM KoMMosIHOHHION MacTepCTBE HAMAX sApeBHX HKCHOMCUeB. B cxeHe «Tailor 
Torpedena Baasuniipa llepeHecenme eFo Te:ta BkIpa:KeHIO Yepe3 HII3KO CKTOHEHHIC 
iburypel, aepes cremoumeck nto sexe yr, KoTOPLM cooTueTeTRytOT saKOMapHe 
Xpama. Konmosuuia anyxsacriast, Coveem apyroe — npezeepriar womitsa Bo- 
pica. B neli mereetino npocrynact ocHosononoxHas TpexiAcTHAA ETpyktypa. HoH 
«Chacay naxoauTes ua epeswiei oon, Kax 4 Geniill waTep, rlomOGHe xpama, nonOGHE 
Muposnaiais, Bopuc co ciyrolt H CERUEKKNK BbIcHTCH MD cTopoHAM oF ITOIt OLt, 
ax mpaseanbie uenomremt saKowa, Zee rpynix souKos yrpoxaiowte (npen- 
BocKHIIAg cHeayiomyio cueny yGuficr#a) ¢bnamepyror cueny. Dro kueiMo — mpi 
Mep MopabNoro siiaveilis KoMMODUNII B ApeastepyeeKoit OBC. 

Tosopa 06 apxitrckromke HxOWK, HesbSH He CKRATH O TAK HaSBBAeMOM MaslATHOM 
rnebote, 06 Ws0Gpaxeiuisx B Heit apxierextypys, HeTOpHK Mito HalimeT B AUX ocTO* 
Depiiarx Bocnpowsscciemit pesHepyecknx sanuii. 3ATO OHM aceraA ABILmOTCR HO- 
eHTesAML 1 BUIpasitTeslAMK ICTETHMCCKIX W ITHYECKHX MAcamION, B MKOHE «BxON, 
8 Hepycamnm auicoxue ropoackie erent, Wx Gemaita — nonomtenne anmscexoii 
mous, Xpaw Teoprint » cueve «Heyectuscu, crpenter » uxony Peoprusy — 3r0 
Tox onz0r Gaaroyecrs. B cuewax «Hyso Feopria 0 aMule, ocobenHt0 B TOSNHIX 
kontax XVI weKa, Natarot — 970 eMoTposbie Gaui, OTKYa ‘itTemK ckAsONHOTO 
Fopona mo6yioTes wa nomBHr 1 sAIKATHIKE, 

Hembax curtars pycexyio uKoHY uckyccTROM auCTO HuoeKoETHNM, Kak MpaHieryio 
Moumaniopy. i aMecre © TeNt Hes34 eft cTaDITTe B BUY, TO oa TOCTeROBATENEHO 
He TpexMepia, Kak santamtas xcnmoniics snoxH Bosporxienia, DsieMettrer npocrpati- 
reeHHOl rayOWHbl HosiBnatores B NKOHAX TO 3aecb, TO TAM, OKH 3aMeTHB B HOR 
Toposcxom «YeneHni (CoxpausenKoro nepesoza), GAN3KOM HoaropestcKall cTeHO- 
uci XIV aexa, a ee Gombune » saropcKoMt «Buaronewtenwity, orHacrH m8 «Tpowte 
PyGnena c ce rpema nisanani, noamiee w xUTHIIAX KneiMaX Kote «AZeKeHIE 
Murporomur» Huonvens. Ho mpocrpanterso ® mkoKOMCH «30.10TOFO BEKA peU= 
emio moro posa, ent 8 XVI seke, Kora pYCeKHe XYAORUNKH vAYALIN NOMPAKaTe 
Sanany. Mpocrpanierno Me nepestaerca w WINX KAK HeKas. ZalNOeTE, B KOTOPY!O BxOET 
1.9 KoTopoit abxonAT ‘urypHL. Ono cyilecTayeT B HepAApAIBHOM cRAsi ¢ TestANt, 
Topoxuaeres uMH, BBIPwHKCHO Hepes WX JIRIEKCHE, pacrionaxeie. Ono aAETEH 
SeM-TO MponIBOsINLIM OF BHYTpeIteT AUDI KOMI IHHOTOMY He HoLAMeTER HsMEpe- 
vivo. Cantoie saat nocrpociist Mpocrpanersa R PYCCKIEX HKOHAK HHble, MEM B KH 
vomncn Bospoxsenus. Mpiisroe oGosavenue «oOpariax nepeneKTiBay KaBozutT 
a HesepHbt crea, cosmasas sulevartente, GyATO apeniepyecke XYOKHMKH 2061 
Basute® KaKoii-ro «nepemexTiRBDI HaHEINAHKY», 

Alaa toro wroGut ov;aT® ceGe oT¥eT o MONUMANMN Npocrpasterwa B UKOHE, HYAEHO 
BEMOTPETECA B TO, KAK B OT/EMMBIX CAYYAAX peutanace ITA samaMa, CueHa «OGpe- 
‘remot Mouteli Antexci» y Tuoncus Hock tpexmepnsih xapaxtep, cprypH H 3zaHtH 
PACHONONCHB B-TPex NAGHAX, B STON KeteliMe OTHCTIMBO NepeAAHO caMoe AelieTBHE: 
sexalleMy 80 rpoGe CBRTOMY MpoTHBOCTORT npexCromuHe, KOTOPMe OcTynaIoT 
OTepHITHIi Ges1OKAMENHIT CapKorpar ¢ MOMLAMH CRATOTO H CKNOHALOTER HA HIM. 
Onnaxo camusii caprodar Gziaronaps oGparuolt nepenekrune nuINo-NT attepest H 
Howucaer 8 mpocrpanicree. Cosaacrea ouyuerne, GyitTO OR MpAUAALIEKMT HHOMY 
Mupy, sew! ocrasbiine qutrypht 1 sian 3a HaMN. Boe npoucxoaauiee npHoGperaer 
B BLIcitelt crenew#t oayxoTHOpeHuD xapaxrep. 

Kpacki apestepycexix HKoH aBHo yxxe sasoenaimt ceBe aceoSuMe cuNTaTH, Ho 
brlevaTsieHe Kpacowioil spxOCTH, paiocTH, pasHooGpasns w GorarcTaa UReTA ARIEKO 
‘Me vodepnbinaeT cyIIiIoeTH KosopitTa uKOHOMCuL, /ApeBHepYccKas HKOHONKC — Gost 
lmloe W exoxnioe ueKycetHo, [Lin Toro 4100 ero NONSITE, HeHOCTATOXO TOGORATHEA 
‘Sweruint, spKusan KpacKasin HKOH. 

Kpaciit 8 iko1ax — nonce He Kpack mpupoau, oH MetIbie aanKesT OF KpacouNoro 
Be YaTVICHINA Mapa, eM B AKUBORCH HOBKOTO BPeMeN, BMecTe c TEM KPACKIC He HO;- 
SUHIOTEH YonoBNON cHNMONUKE, HEMI CKAIATD, TO KAMAN HMMA HoeroMMHOE 
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prototype the Virgin and the witnesses make up an integral group, forming a semi- 
circle which is completed in the sky by a cloth supported by two angels. The figure of 
the Virgin does not tower over other figures, it seems to be larger only in comparison 
with the slim building behind it. The Novgorodian Intercession resembles the hierarchi- 
cal Last Judgement. The Moscow Intercession resembles the scenes of the Exaltation 
of the Virgin, and the Acathistos of Dionysius’ Ferapontov frescoes. 

The scenes from the lives of SS Boris and Gleb in the sixteenth century icon are a good 
example of the great compositional skill of our early icon painters. In the Secret Burial 
of Vladimir the secrecy of the removal of his body is conveyed by. means of figures which 
are seen bent low, and by low curves which repeat the outlines of the vaults of the 
church. This is a two-part composition. The scene of Boris’s Prayer Before His End is 
quite different. It is clearly based on a three-part structure. The icon of the Saviour 
is on a central axis, as is the white tent symbolising a church or the Universe. Boris, 
his servant and the priest stand on the two sides of the axis like the pious executors 
of the law. The two groups of warriors flank the scene in a menacing manner (antici- 
pating the subsequent scene of the murder). This border scene is an example of the 
moral significance of composition in early Russian icons. 

While on the question of the architectonics of the icon, mentions should be made of 
what used to be called palatnoye pismo, the portrayal of buildings in the icon. The 
historian will find scarcely any authentic representations of early Russian buildings. 
But they always express and represent aesthetic and ethical ideals. The height of the 
city walls in the Entry into Jerusalem, their whiteness are seen as the embodiment of 
epic might. The Church of St George in the scene of the Infidel Shooting at the Icon 
of St George is a stronghold of piety. In the border scenes of the later icons of St 
George, various palaces are represented as observation towers from which dwellers 
in some legendary city admire the heroic deeds of their protector. 

The Russian icon should not be looked upon as purely two-dimensional art, like the 
Persian miniature. At the same time it should not be considered at fault because, 
unlike Western painting of the Renaissance epoch, it is not strictly consistent. Elements 
of spatial depths appear in icons here and there. They are noticeable in the Novgorodian 
Dormition (shortened version), which is close to the fourteenth century Novgorodian 
frescoes, and even more so in the Annunciation from Zagorsk, to some extent in Rublev’s 
Old Testament Trinity, with its three planes, and later in the border scenes of the icon 
of St Alexius with Scenes from His Life by Dionysius. But space in icon painting of 
the “golden age” is definitely different in kind from that of the seventeenth century, 
when Russian painters began to imitate the West. Space is not represented in them 
as a definite entity which is entered or left by the figures represented. It exists in uninter- 
rupted connection with the figures, is brought into being by them, and is expressed 
through their movement or positions. It is a derivative of the inner life of the icon and 
consequently cannot be measured. The very tasks of arranging space in Russian icons 
differ from those in Renaissance painting. The accepted term “inverse perspective” 
is misleading, possibly creating the impression that early Russian icon painters actually 
aimed at some kind of “inside-out perspective”. 

To understand the way space was seen in the icon a close study must be made of how 
the task was solved in individual cases. In the scene of the Discovery of the Remains 
of Alexius Dionysius represents the figures and buildings on three planes. This border 
scene very clearly narrates the actions: the saint in the coffin is contrasted to figures 
standing beside it. Only the bowed figure of the prince and the inclined lid of the 
coffin convey an idea of what is taking place. But because of the inverse perspective 
the sarcophagus seems to be suspended in mid-air. The feeling is created that it now 
belongs to a different world from the rest of the figures and the buildings in the back- 
ground. The entire scene acquires a highly spiritual character. 

The colours of early Russian icons won general appreciation long ago. But the impres- 
sion of bright colourfulness, joy, and rich and variegated colour does not exhaust the 
meaning of the colour range of icon painting. Early icon painting is a great and complex 
art. To understand it it is not sufficient simply to admire its bright colours. 
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wayenne, Bo BoKOM cHy4ae, B COSAANIH OOPAI® KPACKN UTPAAI PeMIAIOLLyIo Post 
Mu rowopunt: «ronyGoe «Venenuen; 9107 UBer Kero ONIpedeeHHOFO He OBHAYAET, 
No ronyGusna npuzaer cueue maeKiTenbuyto HexHoCr’, Mit roRopIM: «xKpactiodpon 
ust diem»; Mower Gurr, xpachoe oaHa¥aeT Heo, Ky:ta OH BOAHeccA, Wo TaaasIOe — 
‘ono nocttonter ero Hectynetitalt wop. Horan oANIM TONbKO UBETOM, KIPHMEPY 
xpachtint mutaiKiom, passesatoumentcs no werpy » wkoHe «Hyzi0 Peoprist © axute>, 
BOMMY JweTeA TAYGOKAM XapAKTepHETIA MLAAMeHHOrO IANLUTHHKA Reps, MyseNTIKA 
w repos. 

Apenuepyccxun vacrepam HocTanace w HacteANe TORALTHHAA KKBONWce BNaAUTTHTINER 
© ce NYT MPHFAYMEHNKIMH, TOPO! HSKICKANNO-TYCKNNME TOHAMH, BBIpAXARKITINIL 
oxasutioe nacrpoewne. B XIV nexe eogan wuicrynaer raicke Kax MacTep cacp- 
2XAMHO-HACHIINENNIN TOROS; sHUIMEBO-KPACHOTO, TEMHO-CANETD, TEMHOENEHOTO Ht 
Kopiitiesoro. Ou m covepileHCTBe BIKUIeN HeKYeCTROM TepeAMBAIOUUIXCR SOMONE: 
TeububXX Too H BbleBeTHeHM, CeeT naseeT y Nero Ha MpeOwIBAIOUINe BO MpAKE 
Tena, Kae neGecHaN GaroMaTs Ha rpeUlHyto Sento. TomEXo m joNeKoM «YeneHIEH 
xpacintit xepymur ropirr kax neta y cMeprHoro Opa. 

AApesepyccxie stereo NpoTHM.ANce STOMY HOHINAHIKO UBeTa, BeNECKK CrpeN 
nicl yrsepauTs we¥ro cuoe. B CrapHMAX TeKCTaX epemenmcTeH wasiOGAeHHBE 
Pack HAI HKOHOMHCHER: BOXpA, KHHORAPH, OaKast, Garop, ronySeu, syMpya 
W apyrue, Ho s jeiicroutrestWOcTH TANNA KPACOK spesttepyCeKoll xcunoMCH GosI¢e 
Oumupna, Hapany © MHETEIM, OTKPAITRINIL HIRETAMHL CCTh eile sMOKeCTRD MpoMe- 
-AYTONNLN, PasaMEMO!t cveTOCILNLL M HactMIeKHOCTI epeA THX HeKETOPHIC OTTeHKH 
KPaciioro Wun mIOBOrO, CANA No ceBE saPyIOMel xPacorH, HopoHO GeasnsiaNHIE 
OTTENKH, KOTOPHIE HEBOSMOXIO ONpENe-THT CHIOBOM, HO KOTOPHE MOxeT YAoRItTE 
TONDKO [743 MeHOBEXA, KPACKIL, KOTOPBIE CBETETCH, CHAIOT, CREPKAIOT, SHCHAT, NOIOT 
BGM STIIM OCTET OrPOMHyIO pAZlOCTD, 

Yixe n vkowax XII—XIV nekos mpoGunaeres 1oGoRs & HHETMM 1 SPRIN UeTAM, 
be saMYTHemitiay MpoGeraNtH, He nepeGimaeMLIM sosIOTMIM accwteTOM, B THX pali- 
HIIX HOAX HOGeRIUeT MPEANC Cer FOPsIlIAH KHNOMAPL KAK BbIPAAEHNE PaLLOCTH, 
Npaaninemoctn, BuiaFonApl STM OTKPLITLM XPACKAM HKONIL MOAY'AIOT en0cod- 
Hoc’ no3zeiiernosaTh 1 8 ronyreMttAx maTepsepax xpamos. Hepestko 4iCTHIe UeTA 
Conacranasioter apyr ¢ pyro Ho KONTTpACTY: Kpachoe, cutee, Gesloe, YepHoe. Oni 
MOTH, BeMIECTRENI, NOTH RECOM H OcAIAEMEL, HTO HeCKONEKO OF PANMEAeT 
lux eBerosapniocrs, BwecTs ¢ Tem On COOBULALOT HKOHtaM GoNbUIyIo exty Ro4parkeA. 
Kosopur y Py6.iewa, npexne seero 8 ero «Tpomue», oGaanaer nenpanurunolt a8 
BipattTHitcKoH uKoHORNeH suCrOTOM, PyGaeweKit romyGen, ropwT CHHHM MLtasKeHEM. 
Tipeanovrenue xosionmM KpackeM — ronyGomy, suutonomy, waympyswo-seze~ 
HoMy —B ukowax PyGtena W ero kot npieAdeT HM XapaKTep BoaBEAUIEHTO y= 
XorHopenHocri, B speuuroponckoMt ste Py6nena ner n enena HH auaNruicKOli 
eympaynocrH, 1m Geenewoil necrpors! m seceslocTH HoBroponcKAX uKoH. Kaxnast 
HKOHA K>KETEN SosOTUCTO!, TOHAMHO!L, M 9TO conelicTBYeT arevarsteHMIO rap- 
Mowmt. 

Hosroposickax uxonomuce XV veka coxpauiner TpamumioHyio 060s» & spKHM, 
SnoWKHM KpackaMt, CMpeoGsanaKMeNt KuHOBApH. Ho paHIae RET Men MpeaMeTsh 
Xapakrep, Teitept of Crawonuves eueranocisun. B Gonce apxaricexon «Hyne Meop- 
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Colours in icons are not at all the colours of nature; they depend less on colour 
perception of the world, than the painting of the later periods. Nor do the colours 
obey conventional symbolism and it cannot be said that each of them has a consistent 
meaning. But colours were of decisive importance in image creating. We say “the blue 
Dormition”—this colour is of no special significance, but it gives the scene a charming 
tenderness. We say “Elijah on red”—perhaps here red means the sky into which the 
Prophet ascends, but the main thing is that it is in tune with his furious gaze. At times, 
with just one colour, for instance, the red cloak of St George billowing in the wind, 
a profound characterisation is achieved—here of St Goerge as a passionate defender 
of faith, as a martyr and hero. 

Early Russian painters inherited the tonal painting of the Byzantines, with its subdued, 
at times sophisticated dull hues expressing a mood of repentance. In the fourteenth 
century Theophanes appeared as the master of low-brilliance saturated hues: cherry 
red, dark blue, dark green and brown. He had superb mastery over the interplay of 
complementary colours and over illumination; light with him falls on bodies cloaked 
in darkness, like heavenly bliss on sinful earth. Only in his icon of the Dormotion from 
the Donskoi Monastery does the red cherub burn bright like a candle by the bier. 
Early Russian painters were opposed to this understanding of colour and tried to 
establish their own understanding in every way. Written texts of that period list the 
favourite colours of our icon painters: ochre, cinnabar, red lake, purple, go/ubets blue, 
emerald green and others. In actual fact the gamut of colours in early Russian painting 
is much bigger. Besides the pure primary colours, there are many intermediate ones, 
of varying brilliance and saturation, among which are some shades of red and violet 
of exquisite beauty in themselves, and at times shades which have no name and cannot 
be described in words, but which can be caught only by man’s eye—colours which glow, 
shine, sparkle, which ring and ring, thus conveying tremendous joy. 

In the thirteenth-fourteenth century icons there becomes evident a love of pure, bright 
colours, not clouded by hightlighting or interrupted by gold hatching. In these early 
icons, the bright glowing cinnabar dominates, as an expression of joy and festivity. 
The clear colours give the icons the ability to produce an effect even in the half-gloom 
of a church interior. Frequently pure colours are juxtaposed in contrast: red, blue, 
white and black. These colours have body, they are solid, almost weighty and tangible, 
and that somewhat limits their radiance. At the same time they impart to icons an 
immense power of expression. 

Rublev’s colour range, above all in his Old Testament Trinity, possesses a purity unusual 
in Byzantine icon painting. His golubets burns with a blue flame. The predominance 
of cold colours, of blue, violet and emerald green in the icons of Rublev and the painters 
of his school gives them a character of lofty spirituality. In Rublev’s Zvenigorod Deesis 
there is not a trace of Byzantine gloom, nor the carefree, joyous, motley colours of the 
Novgorodian icons. Each icon seems to have a golden glow, each has its own definite 
tonality and this heightens the impression of harmony. 

Fifteenth century Novgorodian painting preserved the traditional love for bright, 
resonant colours, with cinnabar predominating. But whereas before the colour was 
of a tangible character now it acquires the quality of light. In the more archaic icon 
of St George and the Dragon the red background fills the entire plane of the icon, 
limiting the whiteness of the horse. In the fifteenth century icon of St George the red 
cloak emerges like a burst of flame from blinding whiteness, from the gold-tinged 
background of the icon. Later, in the Novgorodian tablets, the colour surface is 
broken by contours and highlighting to such a degree that its colour impression is 
weakened. 

An intensified feeling for colour is also characteristic of the Pskov school, but unlike 
the ringing colour range of Novgorod the predominant tones are earthy and green, 
at times quite drab. On the other hand, Pskov icons never look gaudy. With them the 
colour comes from somewhere in the depths of the panel, it begins to burn, to glow, 
expressing the inner fires of the spirit, and corresponds to the spiritual, intent expression 
in the faces of the Pskov saints. In the Novgorodian icons the bright colours burn in the 
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clear light of day—it is “icon painting en plein air”. In the Pskovian Nativity colours 
and light originate from mysterious shadows as a hint of the Holy Night. 

There was no strict regulation of colour in individual schools of early Russian icon 
painting, painters enjoying considerable freedom. However, one task always confronted 
them: independent of the subject, colours had to form something integral, thus supply- 
ing an outlet for what was characteristic of each one of them. Frequently the centre 
of composition in icons was stressed, the balance between the parts established, and 
colours were interwoven in an integral pictorial fabric. The colour range was expected 
to make each panel a likeness of the world, to express world harmony through the 
language of colour. The Novgorodian icons, both the Last Judgement and the Battle 
of the Novgorodians with the Suzdalians, independent of the fact that their themes are 
so different, present joyous spectacles with complementary colours alternating over 
the surface of icons. The red fire of Hell and the red of the Novgorodians’ kaftans and 
their standards give both icons a festive character. The same joyours colours soften 
the dramatic quality in the border scenes from the life of St John the Theologian in the 
sixteenth century icon from Suzdal. 

In the work of Dionysius and the painters of his circle, colours had one precious quality: 
they lost part of their brilliance and saturation but acquired the quality of radiance. 
This marked the final departure from Byzantine tradition. Light was not laid over 
colour—colour highlighting did not break it up. Colours became translucent, distantly 
resembling stained glass or watercolour. The while gesso ground can be seen through 
them. St Basil the Great is depicted by Theophanes wearing robes with a cross design, 
but his figure merges into the drab background of the panel. In an analogous icon 
by Dionysius, the white raiment of St Gregory the Theologian seems glowing by con- 
trast with the yellowish background and the rare black crosses. A most difficult task has 
been solved here—white lead has been transformed into a patch of colour. 

All this disappears in the icon painting of the sixteenth-seventeenth centuries. Dark 
tones dominate, at first highly saturated, ringing and noble. Later they are replaced 
with dull earthy tones, with a considerable proportion of black, and dark green back- 
grounds appear. Even the gold glow of the Stroganov icons cannot be compared with 
the radiant colours of Dionysius. 

Nothing that has been said about the artistic worth of early Russian icon painting 
exludes a critical evaluation of it. The Russian school has produced remarkable works 
of art. But what checked its upsurge? Could it be only reasons of an external order? 
Was it the necessity to emulate the foremost Western countries that led to a need to 
sacrifice the traditions of the past? Even if one acknowledges the partial justice of such 
an explanation as far as the time of Peter the Great is concerned, it is natural to ask 
whether ancient Russian icon painting itself had certain features which rendered it 
unable to withstand the impact from outside. 

A century ago Fyodor Buslayev reproached early Russian painting for lagging behind 
the Renaissance in the West, for “lacking the correct draughtsmanship, perspective and 
colour range, rendered intelligible by light and shade”. Today such reasoning is not 
convincing. Now it is clear that early Russian icon painting had valuable qualities of 
its own, and was an art in its own right. But there was something else which robbed 
it of viability. The upsurge of art in fifteenth century Russia was not accompanied by 
the development of a new and humanistic culture. Russia had no free cities with whose 
views the monarchy had to reckon. Long before Peter the Great, Russian autocracy 
and the Church had dealt the first blow to art when they made it a weapon for their 
own use. Icon painting had no strength to pass on the traditions of the past to secular 
art. It began to acquire the features of a handicraft. Creative endeavour survived only 
among the masses of the people, in distant places, in the provinces, in peasant art, 
in icons resembling popular /ubok prints, in the painted decoration on distaffs. But 
this was no longer great art. One cannot say that it took into itself the legacy left by the 
great masters of early Russian icon painting. 

What place should be given to early Russian icon painting in art history? Within the 
confines of our country it occupies a place somewhere between the art of the Scythians 
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and the Antes and the time of Peter the Great. In the history of Byzantine art is looks like 
an offshoot of the art of the Comnene period, and in particular of the Paleologue. In the 
history of European art it is analogous to the late Middle Ages, their autumnal wither- 
ing. But such a classification is of an external, formal character, and does not reveal 
the true significance of early Russian icon painting. 

Early Russian icon painting is one of the important phenomena of world art, a pheno- 
menon which is unique and of great artistic value. It was brought about by the specific 
path of development taken by our country. But the treasures created by it belong to the 
world. In importance our early icon painting can be placed alongside ancient Greek 
vase painting, Etruscan murals, Byzantine mosaics, Gothic stained glass, Persian 
miniatures, and the altarpieces of the early Italian Renaissance. (Some paintings 
by Uccello are remarkably close to icons.) 

In the solution of the basic tasks of art Russian icon painters persued a path of their 
own. In Russia the Renaissance was unable to develop to such dimensions as in Italy. 
Russian painters only groped towards the art of antiquity, but in the fifteenth century 
they were closer to fifth century Attic art than any other European nation. The finest 
achievements of early Russian icon painting constitute “pure painting”, which is so 
often missing from the work of post-Renaissance artists. For us, early Russian icon 
painting is an immense treasure, because in it many features of the new Russian art, 
the work of such masters as A. Ivanov, Surikov and Vrubel, and also the aesthetic 
principles of poetry from Pushkin to Blok were anticipated. 
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16th century 


XVI s. 


OTHEHHOE BOCXOXKJEHUE 
UJIbU TIPOPOKA 
Tperbakosckas ranepea, Mocksa 
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THE PROPHET ELIJAH 
AND THE FIERY CHARIOT 
Tretyakov Gallery, Moscow 


16th century 


Hasano XVI 8. 


TEOPIH C KUTHEM 


Kaelimo: Mctssanne castoro 
PackaneHHbIM MeqHEIM 6bIKOM 
Myseit npesrepycckoro uckyccrBa 
umen Aripes Py6nena, Mocksa 
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ST GEORGE WITH SCENES 
FROM HIS LIFE 


Border scenes: The Torture of the Saint 
on a Red-Hot Copper Bull 


Andrei Rublev Museum of Early Russian Art, Moscow 


Early 
16th century 


Hayao XVI B. 
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be 


TEOPIMM C KATHEM 
Kneiimo: Ucrsa3anne caaToro 
packasIeHHbIM Me{HbIM ObIKOM 
My3eii apepHepycckoro ucKyccTBa 
umeHu Angpea Py61epa, Mocxsa 


eh 


ST GEORGE WITH SCENES 
FROM HIS LIFE 


Border scene: The Torture of the Saint 
on a Red-Hot Copper Bull 


Andrei Rublev Museum of Early Russian Art, Moscow 


Early 
16th century 


1405 POXKECTBO XPMCTOBO 28 THE NATIVITY OF CHRIST 1405 
Vixona npa3qHM4Horo 4HHa Icon from the Church Feasts Range 
ukoHoctaca BaaropeulexcKoro co6opa of the iconostasis of the Annunciation Cathedral 
Mocxosckoro Kpemaa in the Moscow Kremlin 


Hauano XV 8. POXKJJECTBO XPHCTOBO 29 THE NATIVITY OF CHRIST ine Early 
ith centur, 
Tpetbakosckasa rasiepes, MockBa Tretyakov Gallery, Moscow y 


es MOKPOB 30 THE INTERCESSION ihecee. 
ur 
‘Tperbaxonckas ranepes, Mocksa Tretyakov Gallery, Moscow Sane 


xv— MIOKPOB 31 THE INTERCESSION 15th-early 
nayano XVI B. 16th century 
TpetbaKkosckas ranepea, Mocxsa Tretyakov Gallery, Moscow 


THE INTERCESSION 14th century 
Tretyakov Gallery, Moscow 


32 


TIOKPOB 
Tpetbsikosckas rasepea, Moca 


XIV 8. 


Ill 


UKOHONUCh JOMOHTOJIBCKOLO NMEPHOJA 
XI-XII BEKOB 
KUEB- BJIAQUMUP: HOBrOPOL 


XIth-XIIth CENTURY ICON PAINTING 
(PRE-MONGOL PERIOD) 
KIEV-VLADIMIR - NOVGOROD 


9 OL CL ey CNET eS 


xI— rEOPruu ST GEORGE 11th-early 
Hayano XII B. ft ‘ 12th century 
Ycneucxuit co6op Mockxosckoro Kpemaa The Dormition Cathedral of the Moscow Kremlin 


Kone XI a. YCNIEHME 34 THE DORMITION 


Late 
12th century 
TperssaKonckas ranepes, Mocksa Tretyakov Gallery, Moscow 


iam, 


pias 


century 


12th-13th 


SS PETER AND PAUL 
Russian Museum, Leningrad 


TMIETP Hf MIABEJ 35 


Pycckuii my3ei, Jlenunrpay 


XII—XIII bs. 
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a 
Z 
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12th century Detail 


ST DEMETRIUS OF THESSALONICA 


IMMTPHA COIYHCKUA 
Tretyakov Galk 


Tpersskonckas ranepes, Mocksa 


‘parment 


®parment = XII B. BOTOMATEPb BEJIMKAA MAHATUA THE VIRGIN GREAT PANAGIA 12th century 
(Tak Ha3bIBaemas ApocsascKaa Opanta) (the so-called Virgin Orans of Yaroslayl) 


Tpetbakopckas rasepes, Mocksa Tretyakov Gallery, Moscow 


CIIAC HEPYKOTBOPHBIM 
TperbakoscKas ramepes, Mocksa 
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THE VERNICLE 
Tretyakov Gallery, Moscow 


12th century 


XII. APXAHTEJI 39 AN ARCHANGEL 12th century 
(Tak Ha3biBaeMbiit 3aTble Bilaca) (the so-called Archangel with the Golden Hair) 


Pyccknit my3eii, Jlenuurpaa Russian Museum, Leningrad 
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®parment =‘ XI. HMUKOJIA CO CBATbIMH HA TOJIAX 


TpersaxopcKas rastepes, Mockpa 


12th century 


Tretyakov Gallery, Moscow 


@parment Konen XII. HUKOJIA ST NICHOLAS Late Detail 


12th century 


Pycckuit my3ei, Jlenuarpan Russian Museum, Leningrad 


navano XII», 


BOTOMATEPbh 
Bnaropeueuckuit co6op Mockoscxoro Kpemaa 
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THE VIRGIN 
The Annunciation Cathedral of the Moscow Kremlin 


12th-early 
13th century 


en 


j 
) 


BOTOMATEPb BEJIO3EPCKAA 3 THE VIRGIN OF BELOZERSK 13th century 


Pyccxuit My3ei, JIlenuxrpay Russian Museum, Leningrad 


XIII. ABJIEHME APXAHTEJIA MAXAMJIA 44 THE APPEARANCE 13th century 


MUCYCY HABMHY OF THE ARCHANGEL 
Baaropeufencxnii co6op Mocxoscxoro Kpemaa MICHAEL TO JOSHUA 


The Annunciation Cathedral of the Moscow Kremlin 


IV 


UKOHOMUCh 
BPEMEHUH MOHTOJIBCKOTLO UTA 


ICON PAINTING 
OF THE PERIOD OF THE MONGOL OPPRESSION 


fe 
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SS BORIS AND GLEB Early 


®parmeat Hauano XIV s. BOPHC UTS 
14th century 


aN 
n 


Pycckuii , Jlenuurpay Russian Museum, Leningrad 


BOPHC H JIEB ‘S BORIS AND GLEB Early 


i 14th century 
Pycckuit myseii, Jlenmurpaa Russian Museum, Leningrad 


XIV B. s BOPMC H JIEB 47 SS BORIS AND GLEB 14th century 
Tperbakosckas ranepes, Mocksa Tretyakov Gallery, Moscow 
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Cremunn UJIbA TIPOPOK B IIYCTBIHE C KATHEM 
M JEMCYCOM 


Tperbaxonckas ranepes, Mocksa 


Havano XIV 8. TEOPIMM C KUTMEM 49 ST GEORGE WITH SCENES ve Pega 
Kneiimo: Teoprusa xryT cpewamn FROM HIS LIFE 
Pycckuit my3eit, JIlenuurpay Border scene: St George Being Burnt with Candles 
Russian Museum, Leningrad 


HMKOJIA 3APAMCKHMM C 2KUTHEM 
Kaeiimo: IIpuenenue ao yuenne 
‘TpetbaKonckas ranepea, Mockpa 


50 


ST NICHOLAS OF ZARAISK 
WITH SCENES FROM HIS LIFE 
Border scenes: The Leading of Nicholas to His Tutor 
Tretyakoy Gallery, Moscow 


14th century 


XIV B. 


HMKOJIA 3APAMCKUM C KUATHEM 
Kueiimo: U36apnenue Jimutpus co Ha Mops 
Tperbakosckas ranepes, Mocksa 
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ST NICHOLAS OF ZARAISK 14th century 
WITH SCENES FROM HIS LIFE 


Border scene: The Saving of Demetrius 
from the Bottom of the Sea 


Tretyakoy Gallery, Moscow 


XIV a. BOPHC H JIEB C KUTHEM 52 SS BORIS AND GLEB 14th century 
Tpersskosckas ranepea, Mocksa WITH SCENES FROM THEIR LIVES 
Tretyakov Gallery, Moscow 


14th century 


SS BORIS AND GLEB 
WITH SCENES FROM THEIR LIVES 
Border scene: Boris Dreams about His Death 


53 


BOPHC U PIEB C KUTHEM 
Kneiimo: Bopuc BuauT COH O CMepTH cBOoeit 


XIV B. 


Tpetbakosckas ranepes, Mocksa 


Tretyakov Gallery, Moscow 


Konen XIV B. HUKOJIA C KUTHEM 54 ST NICHOLAS WITH SCENES tae pein 
Kueiimo: Anenne enapxy Esnaputo FROM HIS LIFE 
Tpersakosckas ranepea, Mocksa Border scene: The Appearance to the Eparch Eulavius 
Tretyakov Gallery, Moscow 


Koneu XIV 8. HMKOJIA C KUTHEM 55 ST NICHOLAS WITH SCENES ‘ee Late 
th centur: 
Kneiimo: Apnenne MyxaM B TeMHAUe FROM HIS LIFE 

Tperbakosckas ranepea, Mocksa Border scene: The Appearance to the Men in the Dungeon 


Tretyakov Gallery, Moscow 


Koneu XIV 3. Uy 0 TEOPIUA O 3MME 56 ST GEORGE AND THE DRAGON ats Late 
hi goat 
Pycckuit myseii, Jlennurpat Russian Museum, Leningrad eo 


rel SiF seated aS cow bi Ls 


Early 


15th century 


THE PROPHET ELIJAH 


Tretyakov Gallery, Moscow 


UJIbA TIPOPOK 57 


Tperbakosckas ranepes, Mocksa 


Hayano XV B. 


®parmenr HMKOJIA 3APAMCKHM C KUTMEM g ST NICHOLAS OF ZARAISK 14th century Detail 
Tperbakosckas ranepes, Mocksa WITH SCENES FROM HIS LIFE 


Tretyakov Gallery, Moscow 


Vv 
®MEO®AH TPEK UW EVO BPEMA 


THEOPHANES THE GREEK AND HIS TIME 


®parment 1405 ®EO®AH [PEK THEOPHANES THE GREEK Detail 
BOPOMATEPb THE VIRGIN 


VUkona fencycHoro 4HHa HKOH Icon from the Deesis Range of the iconostasis 


Bnaropeulenckoro co6opa Mocxkosckoro Kpemnsa of the Annunciation Cathedral in the Moscow Kremlin 


1405 


EO@AH FPEK 
BACHJIMi BEJIMKMA 
Vixoua nencycuoro una uxonoctaca 
Bnaroseutenckoro coGopa Mocxoacxoro Kpemais 
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THEOPHANES THE GREEK 
ST BASIL THE GREAT 
Icon from the Deesis Range of the iconostasis 
of the Annunciation Cathedral in the Moscow Kremlin 


1405 
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®EO®AH PPEK 61 THEOPHANES THE GREEK 1405 
BOTOMATEPb THE VIRGIN 
VUkona aevcycHoro 4HHa HKOHOCTaca Icon from the Deesis Range of the iconostasis 


Baropemjenckoro co6opa Mockoscxoro Kpemsa of the Annunciation Cathedral in the Moscow Kremlin 


! 


Koen XIV ». ®EOAH PEK HM EFO LIKOJIA 62 THEOPHANES THE GREEK AND HIS SCHOOL Late 
YCTIEHHE THE DORMITION Ushicentary 
O6opor HKoHBt «Boromateps Jouckam> The reverse of the Virgin of the Don icon 


Tpetbsxonckas ranepes, Mocksa Tretyakov Gallery, Moscow 


Pt sth 


Spe, 


@EO®AH PEK HM EFO UWIKOJIA THEOPHANES THE GREEK AND HIS SCHOOL Late Detail 
BOPOMATEPb JOHCKAA THE VIRGIN OF THE DON i4thicentury 


Tperbakosckas ramepes, Mocksa Tretyakov Gallery, Moscow 


@parment Koneu XIV B. 


Hawano XV a. ®EO@AH FPEK (7) 64 THEOPHANES THE GREEK (?) Early 
TIPEOBPAXKEHHE THE TRANSFIGURATION 15th century 


‘Tpetbaxoncxas ranepes, Mockna Tretyakov Gallery, Moscow 


@parment Hayano XV B. @EO®AH PEK (2) THEOPHAN THE GREEK Early Detail 
TIPEOBPAXKEHNE THE TRANSFIGURATI 15th century 


Tpetbakosckas ranepea, Mocksa Tretyakov Gallery, Moscow 


ES 


1405 @EO@AH FPEK 66 THEOPHANES THE GREEK 1405 
TIABEJI ST PAUL 
Mkona neucycnoro 4nHa HKOHOCTaca Icon from the Deesis Range of the iconostasis 


BnaropeutencKoro cobopa MockoscKoro Kpemsis of the Annunciation Cathedral in the Moscow Kremlin 


Vi 
AHJPEM PYBJIEB MU ETO BPEMA 


ANDREI RUBLEV AND HIS TIME 


@parment Hayano XV B. AHJ/PEM PYBJIEB ANDREI RUBLEV Early Detail 
TPOMLA E OLD TESTAMENT TRINITY Isthicentury 


Tperbakosckas ranepes, Mocksa Tretyakov Galle Moscow 


penne —-Haxaso XV APXAHTEJI MUXAMJI C KUTHEM THE ARCHANGEL MICHAEL Early, Centre 


15th eentur i 
Apxanremecxuit co6op Mockoncxoro Kpemaa WITH SCENES OF HIS ACTS 2 = 


The Cathedral of the Archangel Michael 
of the Moscow Kremlin 


Havyano XV B. 


APXAHIEJI MUXAMJI C KUTHEM 
Knueiimo: [lokasnne npopoxa Jlapuaa 
Apxauresbcxuli co6op Mocxoscxoro Kpemia 


69 


THE ARCHANGEL MICHAEL 
WITH SCENES OF HIS ACTS 
Border scene: The Penance of King David 


The Cathedral of the Archangel Michael 
of the Moscow Kremlin 


Early 
15th century 


Hawano XV ». 


APXAHTEJI MUXAMIJI C 2KMTHEM 
Kaeiimo: ToGenne soficka accupuiickoro 
Apxaxrenbcxuit co6op Mockorckoro Kpemai 
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THE ARCHANGEL MICHAEL 
WITH SCENES OF HIS ACTS 
Border scene: The Defeat of the Assyrian Host 


The Cathedral of the Archangel Michael 
of the Moscow Kremlin 


Early 
15th century 


Hayano XV B. 


APXAHTIEJI MUXAWJI C KUTHEM 
Kneiimo: Bopp6a Makosa c anresiom 
Apxanrembcxuit co6op Mockoscxoro Kpemiia 
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THE ARCHANGEL MICHAEL Early 
15th century 

WITH SCENES OF HIS ACTS 

Border scene: Jacob and the Angel 


The Cathedral of the Archangel Michael 
of the Moscow Kremlin 


——~s 


ete Hawano XV LAPCKHE BPATA bd THE ROYAL DOORS 

rent 13 

«Baarone- 3aropeKnii HCTOpHKO-xy0xecTBeHHLI Art Museum and Ancient Monument, Zagorsk from the 
Annunciation 


utenian 
\y3eii-santoneaHHK, JaropeK 


TE oe as et Se NPA3JHUKU 73 CHURCH FEASTS Late Detail: 


PoxuectBo : £. 14th century The Nativity 
Xpucroso TperbsakoscKas ranepes, Mocksa Tretyakov Gallery, Moscow of Chris 


1405 BXOJ| B MEPYCAJIAM 74 THE ENTRY INTO JERUSALEM 1405 
Hxonia npasqnianoro sna nKonoctaca Icon from the Church Feasts Range 
Baarosemenckoro co6opa Mockoscxoro Kpemaa of the iconostasis of the Annunciation Cathedral 
in the Moscow Kremlin 


Pparstenr 1405 PO?KJIECTBO XPHCTOBO 16 THE NATIVITY OF CHRIST 1405 «Detail 
Vixona npa3anuunoro 4HHa HKoHOcTaca Icon from the Church Feasts Range 
Braroneutexckoro coopa Mocoacxoro Kpemaa of the iconostasis of the Annunciation Cathedral 
in the Moscow Kremlin 
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®parment —-:1405 BOCKPELIEHUE JIA3APA Te THE RAISING OF LAZARUS 1405 Detail 
Mkona npa3HHYHOrO YHHAa HKOHOCTACAa Icon from the Church Feasts Range 
Baaroseutenckoro co6opa Mocxoscxoro Kpemna of the iconostasis of the Annunciation Cathedral 


in the Moscow Kremlin 


1405 


| 
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APXAHIEJI MAXAVJI 


Vixoua aeucycHoro "mia uKoHOCTaca 
Baaropeutecxoro co6opa Mockoscxoro Kpemaia 


THE ARCHANGEL MICHAEL 


Icon from the Deesis Range 
of the iconostasis of the Annunciation Cathedral 
in the Moscow Kremlin 


TIPEOBPAXKEHUME 


Vkona npa3qHH4HOrO Y4Ha HKOHOCTaca 
Bnaropenjenckxoro co6opa Mocxoscxoro Kpemna 


79 


THE TRANSFIGURATION 


Icon from the Church Feasts Range 
of the iconostasis of the Annunciation Cathedral 
in the Moscow Kremlin 


1405 


®parmenr — Havano AHJPEM PYBIIEB 
CnAC 


Tperbaxonckas ranepes, Mocxna Tretyakov Gallery, Moscow 


AHJIPEM PYBJIEB ANDREI RUBLEV Early 
ATIOCTOJI TMABEJI THE APOSTLE PAUL 15th century 


®parment Hayano XV B. 


Tperbsakosckas ranepes, Mocxpa 4 kov Gallery, Moscow 


Pre mot nil ae il Ri PRES aad ie Le 


Haxano XV a. AHJPEH PYBJIEB 82 ANDREI RUBLEV Early 
TPOMLA THE OLD TESTAMENT TRINITY dSeticem ry: 
‘Tperbaxosckas ranepes, Mocxsa Tretyakov Gallery, Moscow 


Early 


15th century 
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Tretyakov Gallery, Moscow 


AHJ|PEM PYBJIEB 
TPOULIA 
Tperbaxosckas ramepeax, Mocksa 
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Hauano XV B. 
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@parment 


POX AJECTBO XPHCTOBO THE NATIVITY OF CHRIST 


Tperbsxosckas rasepea, Mocksa Tretyakov Gallery, Moscow 


®@parment = Hayao XV B. POXKJTECTBO XPHCTOBO THE NATIVITY OF CHRIST Early Detail 


15th century 


Tperbakosckas ranepes, Mocksa Tretyakov Gallery, Moscow 


Ceparocn BOTOMATEPb OAMPUTPHA 86 THE VIRGIN HODIGITRIA Mid-t5th 
° century 
TperssaKonckas ranepes, Mockna Tretyakov Gallery, Moscow is 


VII 


UKOHOCTAC 
KAK XYHOKECTBEHHbBIM AHCAMBJIb 


THE ICONOSTASIS 
AS AN ARTISTIC ENSEMBLE 


XVI B. AJAHMMVJI BO PBY JIBBAHOM 87 DANIEL IN THE LION’S DEN 16th century 


Hosroposckuii ACTOpuKO-apxuTeKTypHbIii Museum of Architecture 
My3eli-3anoBeqHuK, Hopropog and Ancient Monument, Novgorod 


MPOPOKM AHH, JAB COJIOMOH 


Tperbaxonckas ranepes, Mocksa 


88 


THE PROPHETS DANIEL, DAVID AND SOLOMON 15th century 


Tretyakov Gallery, Moscow 


OT 


a 


Reta Sart SS aes 


BOTOMATEPb 3HAMEHHE 


Tpetbaxonckas ranepes, Mocksa 


et RLS | ae et od 


89 THE VIRGIN OF THE SIGN Late 


15th century 
Tretyakov Gallery, Moscow 


Kone XV B. MIPOPOK HE3EKUMJIb 90 THE PROPHET EZEKIEL Late 
5 B: 15th century 
Pyccxut my3ei, JIlenuurpan Russian Museum, Leningrad 


YCNEHUE 
Spmurax, JJenmurpan 
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THE DORMITION 
Hermitage, Leningrad 


16th century 


LAPCKHE BPATA 


Tperpsxosckas ranepes, Mocksa 
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THE ROYAL DOORS 15th century Havano 


Uy JO TEOPIUA 93 ST GEORGE Early 
XVI B. 16th century 
Tretyakov Gallery, Moscow O3MUE AND THE DRAGON 
TpeTbakosckas ranepes, Tretyakov Gallery, 


Mocksa Moscow 


THE APO} 


95: 96 


94 


ATIOCTOJI METP - APXAHTEJI MUXAMJI - BOTOMATEPb 


XV a. 


TperbaKopckas ratepes, Mocksa 


APOSTLE PETER - THE ARCHANGEL MICHAEL 


Tretyakov Gallery, Moscow 


THE VIRGIN 


XV 8. CTIAC HA TIPECTOJIE 


‘Tperbakoncxas ranepes, Mockna 


naeprevorents 


15th century 


ST JOHN THE BAPTIST - THE ARCHANGEL GABRIEL - THE APOSTLE PAUL 


100 


95599 


| MABEJI 


Tretyakov Gallery, Moscow 
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THE SAVIOUR ENTHRONED 


15th century XV B. 
Tertyakov Gallery, Moscow 


MOAHH IIPEATEYA - APXAHITEJI TABPUMJI - ATIOCTOJI TTAB 


Tperbakosckas rasiepes, Mocksa 


Oxono 1502 r. “MOHMCHH DIONYSIUS 
APXAHTEJI MUXAMJI - BOTOMATEPb THE ARCHANGEL MICHAEL . THE VIRGIN 
Tpersakonckas ranepes, Mockna Tretyakov Gallery, Moscow 


Aa saa ake 5: el TS A AL i TAS: 


i 
: 
; 
| 
| 


oa ee 


NE EE EO ES 


Oxozo 1502 r. MOHMCHK DIONYSIUS 
MOAHH TIPEJITEYA - ATTOCTOJI TIABEJI ST JOHN THE BAPTIST . THE APOSTLE PAUL 
Tpetbsakosckas ranepes, Mocksa Tretyakov Gallery, Moscow 


Oxono 1500 r. APXAHTEJI MAXAVIJI 105 THE ARCHANGEL MICHAEL ¢, 1500 
Pycckuit myseit, Jlenmurpan Russian Museum, Leningrad 
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THE ARCHANGEL MICHAEL 1516 


APXAHITEJI MAXAVJI 106 
Pycckuit my3eii, Jlenuurpay Russian Museum, Leningrad 


1516 


XV 8. (oxon0 MOJIALIMECA HOBrOPOsIIbI THE PRAYING NOVGORODIANS 15th century 


1467 r.) z 5 (c. 14672) 
Hosropo, c XHTEKTY PHBH Museum of Architecture 


My3eli-sarioneaumk, Hopropoa, and Ancient Monument, Novgorod 


Vill 
HOBrOPOACKAA UKOHOMUCh XV BEKA 


XVth CENTURY NOVGORODIAN ICON 
PAINTING 
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®parment = XV B. MPOPOKM JAHUMMII, TABU, WU COSIOMOH THE PROPHETS DANIEL, DAVID 15th century Detail 
Tpetbakosckaa ranepea, Mocksa AND SOLOMON 
Tretyakov Gallery, Moscow 


A ONE sii i asm 


eee XV PO2KECTBO XPACTOBO 109 THE NATIVITY OF CHRIST First half 
‘Tpersaxoncxas ranepes, Mocxna Tretyakov Gallery, Moscow aaa 


Kone XIV— @®JIOP, AAKOB HU JIABP 110 SS FLORUS, JACOB AND LAURUS Late 14th— 
Hayasio XV B. é i early 15th 
Pycckuii my3ei, Jlenuurpan Russian Museum, Leningrad century 


Haxano XV ». AMUTPHM COJYHCKUH C KUTHEM 111 ST DEMETRIUS OF THESSALONICA 
Spmuraxe, Jlenmarpan WITH SCENES FROM HIS LIFE 
Hermitage, Leningrad 


Early 
15th century 


Hauwano XV B. YCNEHUE 112 THE DORMITION Early 
i S 15th century 
Pyccxuit My3eii, Jlenuurpaa Russian Museum, Leningrad 


CTPAMIHBIA CY 113 THE LAST JUDGEMENT Mid-15th 
conti 
Tperbsxonckas ranepes, Mocksa Tretyakov Gallery, Moscow ii 


_. Piatedan ich Tanger 
clic revives 


Cepenuna BUTBA HOBIOPOJILIEB C CY3{AJIBLIAMU 114 THE BATTLE OF THE NOVGORODIANS Mid-15th 
avi: (Ayano of ukonb! «3HamMeHHe») WITH THE SUZDALIANS vaccih 
Hosropoackuit ACTOpHKO-apxHTeKTypHbIit (The Miracle Worked by the Icon of the Virgin of the Sign) 
My3eii-3anioBbeaqHuK, Hopropoa Museum of Architecture and Ancient Monument, 


Novgorod 


CTPAIHbIM CYL 5 THE LAST JU 
TperpaxoscKas ranepes, Mocksa Tretyakov G 


®parment — Cepenua BUTBA HOBrOPOJLIEB 116 THE BATTLE OF THE NOVGORODIANS Mid-15th Detail 


XV B. century 


C CY3AJIBLUIAMK WITH THE SUZDALIANS 
(Uyno or HKOHBI «3HaMeHHe») (The Miracle Worked by the Icon of the 


Hosroposckuit AcCTOpHKO-apxHTeKTypHbIt Virgin of the Sign) 


My3eH-3an0BenqHHK, Hopropoa Museum of Architecture 
and Ancient Monument, Novgorod 


Koneu XV ». 


BUYEBAHHE XPHCTA. 
B3ATHE MO CTPAKY. 
HECEHWE KPECTA. PACIIATHE 


Hosropogckuit uctopuxo-apxurextypubili 
Myseli-sanoseauux, Hosropon, 


117 


THE FLAGELLATION OF CHRIST. 
TAKING OF CHRIST INTO CAPTIVITY. 
BEARING THE CROSS. THE CRUCIFIXION 


Museum of Architecture 
and Ancient Monument, Novgorod 


Late 
15th century 


Zycroponnan Bropaa TIOXBAJIA BOrOPOJIMLIbI 118 THE EXALTATION OF THE VIRGIN Second half — Two-sided 
taOnerKa nlom0BHHAa 15th century tablet 
XV B. Tpetbakosckas ranepes, Mocksa Tretyakov Gallery, Moscow 


Pparmenr — XV». YY AO O @sIOPE HM JIABPE SS FLORUS AND LAURUS 15th century Detail 
TperpaKxonckas ranepes, Mocksa Tretyakov Gallery, Moscow 


XV B. 


4YJIO O ®JIOPE HU JIABPE 
TpetTbakoscKas raepes, Mocxsa 
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SS FLORUS AND LAURUS 
Tretyakov Gallery, Moscow 


15th century 


xVe. 


TEOPMA NEW 
Hosroposcknit uctopHKo-apxtextypHBiit 
Myseli-sanosenauK, Hosropon, 


121 


ST GEORGE ON FOOT 
Museum of Architecture 
and Ancient Monument, Novgorod 


15th century 


Cpenunk Kone XV s. @EJIOP ATWUJIAT ST THEODORE STRATILATES Late Centre 


15th century panel 


C KUTUEM WITH SCENES FROM HIS LIFE 
Hosropoyckuii HCTOpHKO-apxuTeKTypHbIi Museum of Architecture 
My3eii-3an0BeqHuK, Hopropoy, and Ancient Monument, Novgorod 


HEBEPHE ®OMBI 123 THE INCREDULITY OF THOMAS 
Hosroponckuii nctopHko-apxurextypHbtit Museum of Architecture 
myseii-sanonemnnx, Hosropoa, and Ancient Monument, Novgorod 


Late 
15th century 


TD FTE 
\* > i oh 


15th century 


124 THE RAISING OF LAZARUS 


BOCKPEIEHHUE JIA3APA 


XV zB. 


Russian Museum, Leningrad 


Pycckxuii my3ei, Jlexuarpay 


Konen XV 3. 


EOP CTPATHJIAT 
CKUTHEM 
Kaeiimo: Cuatue Penopa co kpecta 
wero HcueneHHe aHresiom 
Hosroponckuit ucropuxo-apxuteKrypHBtit 
My3eii-3aniopezHuK, Hosropoa 


125 


THE THEODORE STRATILATES 
WITH SCENES FROM HIS LIFE 


Border scene: The Deposition of St Theodore 
and His Healing by the Angel 


Museum of Architecture 
and Ancient Monument, Novgorod 


Late 
15th century 


IX 
ITICKOB 


PSKOV 


®parment  XIV—XV wo. MAPACKEBA I1ATHULA ST PARASKEVA PYATNITSA 14th-15th Detail 
centur: 
C KUTHEM WITH SCENES FROM HER LIFE ! 


Uctopuyeckuit my3eii, Mocksa History Museum, Moscow 


XV. 


“~~. 


CT ii « 


JMMTPUM COIYHCKHI 
Pycckuit myseii, Jlenmurpan 
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ST DEMETRIUS OF THESSALONICA 
Russian Museum, Leningrad 


15th century 
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APXAHTIEJI TABPHUJI 
Pyccknit my3eli, Jlenuurpaa 


XIV B. 


XIV. 


OlHEHHOE BOCXOKEHME 
VWJIbUM TIPOPOKA 


Vcropuyecknit myseii, Mocksa 


129 


THE PROPHET ELIJAH 
AND THE FIERY CHARIOT 


History Museum, Moscow 


14th century 


®OparmentT =—- XV B. M3BPAHHbIE CBATBIE: MAPACKEBA ILATHMLIA, 130 SELECTED SAINTS: PARASKEVA PYATNITSA, 1Sth century Detail 
PPMPOPUM BOrOCIOB, GREGORY THE THEOLOGIAN, 
MOAHH 3J1ATOYCT, BACHJIMU BEJIUKUN JOHN CHRYSOSTOM, BASIL THE GREAT 


Tpetbakosckas ranepes, Mocksa Tretyakov Gallery, Moscow 


XIV—XV ao. PO?KECTBO BOTOMATEPH 131 THE NATIVITY OF THE VIRGIN 4th-15th 
CV35PAHHBIMM CBATEIMK WITH SELECTED SAINTS aoe 
Co6panne TT. Kopmna, Mocksa The P. Korin collection, Moscow 


Oparment XV. COMIECTBUE THE ANASTASIS 15th century Detail 
BO AJL (The Descent Into Hell) 


Pycckuit my3ei, Jlenuurpay Russian Museum, Leningrad 


Bropax COBOP BOTOMATEPH 133 THE SYNAXIS OF THE VIRGIN Second half 
somone [4th century 
XIV». Tpersaxosckas ranepes, Mockna Tretyakov Gallery, Moscow es 


XV—XVI pe. POXKJECTBO XPHCTOBO 134 THE NATIVITY OF CHRIST 15th-16th 
nN tu 
C 13BPAHHBbIMU CBATBIMM WITH SELECTED SAINTS Spee 
TickopckHit HCTOPHKO-xyO%*KeCTBEHHbI My3ei, [ickoB Art Museum, Pskov 


parent =XV—XVI pe. POX JECTBO XPHCTOBO THE NATIVITY OF CHRIST 15th-16th Detail 


century 


C W3BPAHHBbIMU CBATbIMM WITH SELECTED S. 


Tickonckuit HctopuKo-xyioxectBenubiit myseit, TIcKos Art Museum, Pskov 


®parment XV—XVI ba. POXKECTBO XPUCTOBO 3 NA rC 15th-16th Detail 
century 
C V3BPAHHbIMU CBAThIMU ; 


Tickopckuit ACTOPHKO-xy1Ox*KeCTBEHHbI My3eii, [ickoB Art Museum, Pskov 


parsons COBOP BOrOMATEPH 3 SYNAXIS OF THE VIRGIN Second half Detail 


14th century 


Tperbskonckas ranepes, Mockpa y Sallery, Moscow 


xX 
MECTHBIE MKOJIbI XV-XVI BEKOB 


XVth-XVIth CENTURY LOCAL SCHOOLS 


te ARS 


yh : 


Detail 


Late 


15th century 


THE ENTOMBMENT 
Tretyakov Gallery, Moscow 
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Kosen XV COUIECTBHE 139 THE ANASTASIS ieee 
ean (The Descent Into Hell) ca 


‘Tpersaxonckaa ranepes, Mocksa Tretyakov Gallery, Moscow 
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Koneu XV . TIOJIOPKEHUE BO TPOB 140 THE ENTOMBMENT oy ae 
cen 
Tperbsakosckasa ranepeas, Mocksa Tretyakov Gallery, Moscow ay 


XIV 2. BOTOMATEPb [IETPOBCKAA 141 THE PETROVSKAYA VIRGIN 14th century 


Tperbaxonckas ranepes, Mocksa Tretyakov Gallery, Moscow 


parmenr: 
Boroma- 


Tepb H3 
«Brarope- 
WLeHHAD> 


XV—XVI ps. 


LIAPCKHE BPATA 
My3eii apepHepyccKoro ucKyccTBa 
umenu Angpes PyOnesa, Mocxsa 
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THE ROYAL DOORS 


Andrei Rubley Museum 
of Early Russian Art, Moscow 


15th-16th 
century 


Detail: 
the Virgin 
from the 
Annuncia- 
tion 


XV 


JIOP, JIABP, BJIACHI 
MM MOJECT 
Pyccknit my3eii, Jlennurpan 


143 


SS FLORUS, LAURUS, BLAISE 
AND MODESTE 


Russian Museum, Leningrad 


15th century 
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UY ]1O O ®JIOPE HU JIABPE, 144 SS FLORUS AND LAURUS, 15th-early Detail 
Hayano XVI B. 16th century 
BJIACMM, CIMPUJOHUU BLAISE, SPIRIDONIUS 
Pyccknit my3eit, Jlennurpay 


Russian, Museum, Leningrad 


XIV-XY 2s. HUKOJIA 3APAMCKUIL 145 ST NICHOLAS OF ZARAISK tat 
CKMTHEM WITH SCENES FROM HIS LIFE 
Kneiimo: Poxaenne Hixon Border scene: The Nativity of Nicholas 
Pyccxuii myseit, Jlenmarpa Russian Museum, Leningrad 


XVI 8 MOAHH 3JIATOYCT 146 ST JOHN CHRYSOSTOM 16th century 


ApxaHresbcknit My3eii H306pa3HTesIbHBbIX ACKYCCTB, Museum of Fine Arts, Arkhangelsk 
ApxaHresIbck 


XVIn, 


HMKOJIA OFMIEYHBIM, HEMCYC 
VM W3BPAHHBIE CBATBIE 
HA TIOJLAX 
Pyccxuit myseti, Jlenuurpan 


147 


ST NICHOLAS (HEAD AND SHOULDERS), 
THE DEESIS AND SELECTED 
SAINTS ON MARGINS 
Russian Museum, Leningrad 


16th century 


XVII. YY JIO O ®JIOPE HU JIABPE 148 SS FLORUS AND LAURUS 17th century 
Myseii u306pa3uTebHOrO Museum of Fine 
M Mipuks1aqHOrO UcKyccTBa, CMoneHcK and Applied Arts, Smolensk 


XVIn. VJIbsA TIPOPOK 149 THE PROPHET ELIJAH 16th century 
Pycckuii my3eii, Jlenuurpan Russian Museum, Leningrad 


XI 
AWMOHUCUK UW ETO BPEMA 


DIONYSIUS AND HIS TIME 


@parmeut Koney XV B. JMOHNCHH 150 DIONYSIUS Late Detail 
AJIEKCHM MUTPOMOJIMT ST ALEXIUS, METROPOLITAN 1Sth'century 


C XK UTHEM OF MOSCOW, WITH SC 
Tpetbakosckas ranepes, Mocxsa FROM HIS LIFE 


ES 


Tretyakov Gallery, Moscow 


Koen XV 8. 


AMoHMCHA 
AJIEKCHM MMTPOTOJIMT 


CKMTHEM 
Kaelimo: Poxnenne Enenbepus-Anexcus 
Tperbaxoncxas ranepes, Mockna 


151 DIONYSIUS Late 
ST ALEXIUS, METROPOLITAN arieentary 


OF MOSCOW, WITH SCENES 
FROM HIS LIFE 
Border scene: The Birth of Elevfery-Alexius 
Tretyakov Gallery, Moscow 


Koney XV B. 


AMOHMCHH 
AJIEKCUM MUTPOTOJIAT 
C KUTUEM 


Kaueiimo: O6petenue mouteit 


Tpetbakosckas ranepes, Mocxsa 
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DIONYSIUS Late 
ST ALEXIUS, METROPOLITAN ech) 


OF MOSCOW, WITH SCENES 
FROM HIS LIFE 
Border scene: The Discovery of the Remains 
Tretyakov Gallery, Moscow 


‘Koneu XV B. AMoHuCcHA 
AJIEKCHM MUTPOMOJIMT 


CXKUTHEM 
Kaeiimo: Uyz0 06 yMepuiem Maazenue 
Tperssxonckas ranepes, Mocksa 
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DIONYSIUS 
ST ALEXIUS, METROPOLITAN 


OF MOSCOW, WITH SCENES 
FROM HIS LIFE 


Border scene: The Miracle Worked Over the Deceased Infant 
Tretyakov Gallery, Moscow 


Late 
15th century 


Konen XV B. 


AMOHMCHA 
AJIEKCUM MUTPOTIOJIAT 


C KUTMVEM 
Knueiimo: Uyzo 06 ymepmiem MiageHye 
Tperbakosckaa ramepes, Mocksa 
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DIONYSIUS 
ST ALEXIUS, METROPOLITAN 


OF MOSCOW, WITH SCENES 
FROM HIS LIFE 
Border scene: The Miracle Worked Over the Deceased Infant 
Tretyakov Gallery, Moscow 


Late 
15th century 


®parmenr — Oxono 1500 r. aMonucHiA DIONYSIUS 
PACILATHE THE CRUCIFIXION 
TperbaxoscKas ranepea, Mocxsa Tretyakov Gallery, Moscow 


Detail 


ec. 1500 


156 DIONYSIUS 
THE CRUCIFIXION 
Tretyakov Gallery, Moscow 


aAMOHNCHH 


Oxono 1500 r. 


PACILATME 
Tperbakosckas rasiepes, Mocksa 


Oxono 1500 r. WKOJIA AMOHMCHA 157 SCHOOL OF DIONYSIUS ce. 1500 
IMECTOAHEB THE HEXAMERON 


‘TpersaKoncxas ranepes, Mocksa Tretyakov Gallery, Moscow 


®parment — Oxoxo 1500 r. WKOJIA [MOHUCHA 158 SCHOOL OF DIONYSIUS c. 1500 Detail 
INECTOAHEB THE HEXAMERON 


Tperbskosckas ranepes, Mocksa Tretyakov Gallery, Moscow 


®parment — Oxos10 1500 r. ATIOKAJIMIICHC 160 THE APOCALYPSE 1500 Detail 
Ycneucxuit co6op Mockosckoro Kpemia The Dormition Cathedral of the Moscow Kremlin 


®parmenr Orono 1500 r. ATIOKAJIMTICHC 161 THE APOCALYPSE ©1500 Detail 
Yeriencxuit coGop Mockosckoro Kpemaa The Dormition Cathedral of the Moscow Kremlin 
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ATOKAJIMATICHC 
Ycnencxui co6op Mockoscxoro Kpemna 


Oxono 1500 r. 


@parment 


Oxon0 1500 r. O TEBE PAJIVETCA» “IN THEE REJOICETH” «, 1500 


Yenexckuit co6op Mockosckoro Kpemaa The Dormition Cathedral of the Moscow Kremlin 


Oxono 1500 r. IIKOJIA JMOHUCHA 164 SCHOOL OF DIONYSIUS c. 1500 
YBEPEHHE ®OMBI THE INCREDULITY OF THOMAS 


TpetbaKosckas ranepes, Mocksa Tretyakov Gallery, Moscow 


‘Oxon0 1502 r. 


AMoHUCH 
TPMIOPHH BOrOCIIOB 


Pyccxnit myseii, Jlennurpan 
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DIONYSIUS 
ST GREGORY THE THEOLOGIAN 
Russian Museum, Leningrad 


c, 1502 


XII 
MEPBAA MOJIOBUHA XVI BEKA 


FIRST HALF OF-THE XVIth CENTURY 


XVI 8. TMIAPACKEBA ITATHULIA 166 ST PARASKEVA PYATNITSA 16th century 
Pycckxnit my3eii, Jlennurpay Russian Museum, Leningrad 


Havano XVI 8. TIOKPOB 167 THE INTERCESSION 


Early 
z 16th century 
Pycckuii myseii, JIenuurpan Russian Museum, Leningrad 
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16th century 
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TLOKPOB 
Pyccxuit my3ei, Jlenunrpay 
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Sparmient — Hawano XVI «O TEBE PAYETC “IN THEE REJOICETH™ 
Tperbakonckas rastepea, Mocxna 


Early Detail 


16th century 
Tretyakov Gallery, Moscow 


@parmenr Hayano XVI 8. «O TEBE PAJIVETCA» “IN THEE REJOICETH” Early Detail 


16th century 


TpetTbakosckas ramepes, Mocksa Tretyakov Gallery, Moscow 


Hawano XVI p. 


EOP C KUTHEM 


Kneiimo: Koseconanne castoro 


Myseii apepnepycckoro uckyccrBa 
uwenn Anapes PyOnesa, Mocksa 


171 


ST GEORGE WITH SCENES 
FROM HIS LIFE 
Border scene: The Breaking on the Wheel of St George 


Andrei Rublev Museum 
of Early Russian Art, Moscow 


Early 
16th century 


Hayano XVI s. HEYECTMBELL CTPEJIAET 172 THE INFIDEL SCHOOTING ee end 
centul 
B UKOHY TEOPrMA AT THE ICON OF ST GEORGE 
Pyccxnii my3eii, JIlenuurpan Russian Museum, Leningrad 


Hawano XVI 8. BJIAQMMMP, BOPHC H TIER 173 SS VLADIMIR, BORIS AND GLEB cs Early 
th century 


C.KMTHEM BOPHCA Hi PIEBA WITH SCENES FROM THE LIVES 
Kaeiimo: Taiittoe norpeGenne Baagumupa OF SS BORIS AND GLEB 
‘Tperaxonckas ranepes, Mockpa Border scene: The Secret Burial of Vladimir 


Tretyakov Gallery, Moscow 


Sapa rsye #: BJIAMMMP, BOPHC H TJIEB 174 SS VLADIMIR, BORIS AND GLEB Early 


16th 
C°KUTMEM BOPHCA HM PIEBA WITH SCENES FROM THE LIVES ee 
Kneiimo; Bopuc Montesa nepex waTpoM OF SS BORIS AND GLEB 
Tperbakosckas ranepes, Mocksa Border scene: Boris Praying Outside the Tent 


Tretyakov Gallery, Moscow 


Havano XVI 3. MOAHH BOTOcsIOB LS ST JOHN THE THEOLOGIAN ee ew 
CXUTHEM WITH SCENES FROM HIS LIFE 
Kaueiimo: Pomana 1 Moan Border scene: Romana and St John 
Bonoroackuii xpaewequeckuii my3eii, Bonorza Museum of Local Studies, Vologda 


Hauano XVI B. MOAHH BOrocjloB 176 ST JOHN THE THEOLOGIAN ‘a a 
C KUTMEM WITH SCENES FROM HIS LIFE 
Kaeiimo: U36nenne Moanna Border Scene: The Flagellation of St John 
Bonoroyckuit kpaepeyueckuit My3ei, Bonorga Museum of Local Studies, Vologda 
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XVIn. TIETP 1 ITABEJI 177 SS PETER AND PAUL 16th century 
CKUTHEM WITH SCENES FROM THEIR LIVES 
Hosropoucksit ucropuxo-apxurexrypubiii Museum of Architecture 


My3eii-3anoseaHHK, Hopropoa and Ancient Monument, Novgorod 


XVI 8. TIETP UH MABEJI 178 SS PETER AND PAUL 16th century 


C KUTHEM WITH SCENES FROM THEIR LIVES 
Knetimo: Ilasen Ha Mope Border scene: St Paul at Sea 
Hosroposcknii ACTOpHKO-apxHTeKTypHbIit Museum of Architecture 


My3eii-3anoBeaHHuK, Hosropoa and Ancient Monument, Novgorod 


Hayano XVI. 


HMKOJIA 3APAMCKHA 179 
C KUTHEM 
Kneiimo: Huxona m3ronset 6eca 


Mysei npesHepycckoro uckyccrBa 
umenu Angpes PyGsena, Mocxpa 


ST NICHOLAS OF ZARAISK 
WITH SCENES FROM HIS LIFE 
Border scene: Nicholas Exorcises the Devil 


Andrei Rublev Museum 
of Early Russian Art, Moscow 


Early 
16th century 


XVI B. 


MOAHH BOrOCIIOB 
C XUTHUEM 
Knueiimo: Pa6Soruple 100M KonmatoT 3€MJIIO 


Cy3nasbckuii MCTOPHKO-xy02%KeCTBeHHEI My3elt, 
Cysnasb 


180 


ST JOHN THE THEOLOGIAN 
WITH SCENES FROM HIS LIFE 
Border scene: Labourers Digging the Earth 
Art History Museum, Suzdal 


16th century 


XVI. TIAPACKEBA ITATHHLA 182 ST PARASKEVA PYATNITSA 16th century 
Hauwonasbubiii My3e, CroxrosibM National Museum, Stockholm 


As BBEJEHHE BO XPAM 183 THE PRESENTATION IN THE TEMPLE 16th century 


CoKMTHEM MAP WITH SCENES FROM THE LIFE 
Kaeiimo: Montene 0 nocoxax OF THE VIRGIN 
Tperbakonckas rastepes, Mocpa Border scene: Prayer About the Croziers 


Tretyakov Gallery, Moscow 


184 ST NICHOLAS WITH SCENES 16th century 


HUKOJIA C KUTHEM 
Knuetimo: Hukona spnaetca TpeM MyxkaM 


XVI B. 


FROM HIS LIFE 
Border scene: St Nicholas Appears 


to the Three Men in the Dungeon 


B TCMHHLe 


My3eii apepHepycckoro uckyccTBa 


Andrei Rubley Museum 
of Early Russian Art, Moscow 


umenu Angpes Py6nesa, Mocksa 
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Trepoas BM JEHME MOAHHA JIECTBAYHUKA THE VISION OF ST JOHN CLIMACUS First half 
eee 185 both century 
Pycckuit myseit, Jlenmarpan Russian Museum, Leningrad 


coun CMMEOH IIPABEJIHbIM 186 ST SIMON THE PIOUS Mid-16th 
B. , 
TperbakoscKas ranepes, Mocksa Tertyakov Gallery, Moscow eae 


®parment — Korie, XV 8. Uy 0 TEOPIMA O 3MME ST GEORGE AND THE DRAGON Sin Late 
Sth century 


‘Tperbaxoncxaa ranepes, Mocksa Tretyakov Gallery, Moscow 
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16th century 


E DRAGON 
The P. Korin collection, Moscow 
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XVI 8. APXAHTIEJI MAXAWJI 189 THE ARCHANGEL MICHAEL 16th century 


Pui6uncknit 1cropuKo-xyaoxecTBeHHBI My3ei, Art History Museum, Rybinsk 
PaiGunick 


XIII 
BTOPAA NOJIOBUHA XVI BEKA UV XVII BEK 


SECOND HALF XVIth AND XVIIth CENTURIES 


vs 


pcre ae 


_ Kone XVI 8. 4Y IO PDEJOPA TAPOHA 194 ST THEODORE TIRON ice rea 
centul 
Pycckuii my3ei, Jlenuurpay Russian Museum, Leningrad = 


Koueu XVI. nPOKONMA 4MPHH 195 PROCOPIUS CHIRIN Late 
HUKMTA-BOHH ST NICETAS THE WARRIOR Be Seats) 
Tpersaxonckas ranepes, Mockaa Tretyakov Gallery, Moscow 


Cpenunk 


Koneu XVI— 
Hayao XVIIB. 


HMUKMOOP CABHH 
OTEYECTBO 


Tpetbsakosckas rasepes, Mocksa 


196 NIKIFOR SAVIN 
THE NEW TESTAMENT TRINITY 


Tretyakov Gallery, Moscow 


Late 16th- 
early 
17th century 


Centre 
panel 


Cepenmma APXAHTEJI MUXAMJI-BOEBOJIA 197 THE ARCHISTRATEGUS MICHAEL Mig-t7ch 
XVI century 
Be Co6panne IT. Kopuia, Mockpa The P. Korin collection, Moscow 


1676 


CUMOH YUIAKOB 
APXAHTEJI MUXAMII, 


NONMMPAIOWMM DbABOJIA 
Tpetbakosckaa ranepes, Mocksa 


198 SIMON USAKOV 1676 
THE ARCHANGEL MICHAEL 


TRAMPLING THE DEVIL UNDERFOOT 
Tretyakov Gallery, Moscow 


Mlocaeauan OTUE HAI 199 “OUR FATHER” Last 
seruepth arte 
XVII. Knelimo: «HI ne ppeam Hac Bo ucKyueHHe> Border scene: “Lead Us Not Into Temptation” 1th comtary 


Pycckuii my3eii, Jlenuurpaa Russian Museum, Leningrad 


Cepeauna ABPAAM 200 ABRAHAM Mid-17th 
XVII B. century 


My3eii apeBHepycckoro uckyccTBa Andrei Rubley Museum 
umenu Ansipes PyOnepa, Mocksa of Early Russian Art, Moscow 


®parmenr 1689 1H OWIATEEB TIKHON FILATYEV Detail 
MOAHH IIPEATEYA B IIYCTBIHE ST JOHN THE BAPTIST IN THE WILDERNE: 
CO CLEHAMH XUTHA WITH SCENES FROM HIS LIF 


Tperpsakosckas ranepes, Mocksa Tretyakov Gallery, Moscow 


®parment — Bropan VUJIbA TIPOPOK C KUTUEM THE PROPHET ELIJAH Second half 
nonosHna 17th century 


XVII s. Llepxosb Uneu [popoka, Apocnapnp WITH SCENES FROM HIS LIFE 


Church of the Prophet Elijah, Yaroslavl 
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CMMBOLI BEPbI THE SYMBOL OF FAITH 


My3eii «Kosomerckoe», Mocksa Kolomenskoye Museum, Moscow 


NOACHEHUA K TABJIALAM 


NOTES TO PLATES 


CHUCOK TABJINIL 


LIST OF PLATES 


. 
B coyom © Gomstinn dopsarom 
ansGoma K ero erpyxtypolt pasMe~ 
Pot pocnpowsmenenin ornemsix 
parsenron stkoH mpenbuusasor mx 

uarypatbnylo nenwuty, 


NOACHEHUA K TABJIUNAM 
NOTES TO PLATES 


Tipu cocrasnenun Hactosumsx noscuentil asTop NoB30BAsICA 
PSAIOM My3eiHBIX H BBICTABOYHBIX KaTasOrOB, B NepBy10 


ovepen Karanorom spennepycckoii xuponucu » Tperbs- 


KopcKolt ranepee (I—II rr.), nogroropsmenHsim B. UM. An- 
‘rouosoii u H. E. Muenoli. OanaKo aptop c Gosbuioli ocro- 
POXHOCTBIO NOAXOMMM K 3aqaye aTpHOyuMH HM AaTHpOBKH 
MHOTHX jIpeBHepycckux MKOH. B Hacrostliee Bpems 3aMeTHO 
Bospoc Gummi mHTepec K ATPHOYHMAM BHOBD OTKPSITEIX 
TaMATHHKOB HK nepeatpaGynun crapsrx. [Ip 9TOM HoBEIe, 
CeHCALMOHHDIe ATPHOYHMH HepeNKO BBUIBHTAIOTCA Ha OCH 
laTKHX OcHOBaHHAX. Mkony «Boromateps Jlouckas» cipa- 
BELINBO MPHHSTO OTHOCHTb K paGoTam camoro Meodhana 
uM ero Mocnegopatencit. Mexay tem JI. Jimmy npu- 
MncsiBaer HI06paxeHne BoromatepH Ha ITO! HKOHE HeKOeMy 
cepOHHy, KOTOppIIi, COrNaCHO HeTONHCHBIM NaHHBIM, YCTPOHT 
Yacht BO BOPE MOCKOBCKOrO BENNKOTO KHABA, Eupa JH He 
€MHCTBCHHbIM OCHOBAHMEM JULIA TAKOTO YTBEpAEHHA CIy- 
2KUT To, ¥TO MUO JoHcKOH BoromatepH HamOMHHIO aB- 
Topy JIMMa BOMHa H aHrena B ABYX cepOcKHx pocnucax 
XIV b. B Hacrosux noscHennax rono6Horo pona Gecnox- 

BeHHBIC PHTIOTESbI He MPHHHMMA‘OTCH BO BHUMAHHe. 


BOTOMATEPb BJIAMUMUPCKAA 

®parment*. 

Tipusesena u3 Koncranrunonona. 

Tleppan nonopuna XII p. 100 x 70. 

‘Tperbakonckas ranepes, Mockpa. 

Or nepsonayamnoit xxuBonUCH COXpaHMMce smu su 
ua Boromatepw m myanenua. Penuaiimuii no ray6une 
3AMBICNa Mi COBEPIeHCTBY >KMBOMMCH MaMATHHK BH3aH- 
vulickoro wcKycerpa. HeKotoppie anasiorau emy — 9T0 
smua B Gosee no3qHHXx pocnucax JIMuTpHeBcKoro coGopa 
Bo Bnanumupe. 

Sint: M, Alpatoff und V. Lazareff, Ein byzantinisches Tafel- 
werk aus der Komnenepoche, —«Jahrbuch der Preussischen 
Kunstsammlungem», Bd 46,1925, S. 140-155; B. Anmonosa, 
K nonpocy 0 nepsonayanbHolt KomnosnumH HKOHDI Bras 
Mupckoit Boromatepw. — «Bysantuiickuit npemernm, 
tv. XVII, M., 1961, crp. 198-205. 


APXAHIEJI MUXAMIT 

M3 Hosropoga. 

XIV B. 86 x 63. 

Tperpsakosckas rasiepes, Mocksa. 

Mxoua cocrassana yacrh norpynnoro uma. HanGonee 
BePOATHO HOBFOPOCKOE TIPOHCXOAKLCHHE HKOHBI. 

SJiur.: H. Corvee, Ukona apxanrena Muxauna 13 co6panna 
C. TI. Pa6ymmuckoro. — «Pycckaa uKona», c6. 2, Cn6., 
1914, erp. 99-109. 


APXAHTEJI TABPAMJL 

Vis co6opa monacréips Moana 3natoycra 

na Kunpe. 

XII-XIV bn. (2) 6638. 

Myseii, Huxocus. 

Wkowa coctapisna acts norpyaHoro uHHa. AHanorHi: 
G. Sotiriou et M. Sotiriou, cones du Mont Sinai, vol. I, 
Athénes, 1956, tabl. 73, 237. 

JIwr.: «Coxposuma Kunpa», M., 1970, crp. 79. 
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In compiling these notes the author has made use of a 
number of museum and exhibition catalogues, and first of 
all the Catalogue of Early Russian Art in the Tretyakov 
Gallery (vols I and Il) prepared by V. I. Antonova and 
N. Y. Mneva. However, the author has approached the 
task of attributing and dating many early Russian icons 
with great caution, General interest in the attribution of 
newly discovered relics and the re-attribution of already 
known ones has grown markedly. But new and sensational 
attributions are often proposed on the basis of very flimsy 
information. Customarily, the Virgin of the Don icon is 
justifiably ascribed to Theophanes the Greek or his fol- 
lowers. Yet L. Lifschitz attributes this particular image of 
the Virgin to some Serb who, according to a chronicle, 
installed the clock at the court of a Grand Prince of Mos- 
cow. Perhaps the only foundation for such an assertion is 
the fact that the face of the Virgin in this icon reminded 
Lifschitz of the faces of a warrior and an angel in two 
14th century Serbian murals. The present notes ignore 
groundless hypotheses of this kind. 


THE VIRGIN OF VLADIMIR 

Detail*. 

Brought from Constantinople. 

First half 12th century. 10070 

Tretyakov Gallery, Moscow. 

Of the original painting only the faces of the Virgin and 
Child survive. A rare masterpiece of Byzantine art in its 
artistry and profundity of conception, An analogy may 
be drawn with faces of later murals in the Cathedral 
of St Demetrius in Vladimir. 

Bibliog.: M. Alpatoff und V. Lazareff, Ein byzantinisches 
Tafelwerk aus der Komnenepoche, in “Jahrbuch der Preus- 
sischen Kunstsammlungen”, Bd. 46, 1925, S. 140-155; 
V. Antonova, On the Question of the Original Composition 
of the Virgin of Vladimir Icon, in “Vizantiisky vremen- 
nik”, 

vol. XVIII, Moscow, 1961, pp. 198-205 (Russ.). 


THE ARCHANGEL MICHAEL 

From Novgorod. 

14th century. 86 x 63. 

Tretyakov Gallery, Moscow. 

The icon was part of a half-length Deesis. Most probably 
of Novgorodian provenance. 

Bibliog.: N. Sychev, The Icon of the Archangel Michael 
from the S. P. Ryabushinsky Collection, in “Russkaya 
Ikona”, fascicle 2, St Petersburg, 1914, pp. 99-109. ( Russ.). 


THE ARCHANGEL GABRIEL 


From the Cathedral 

of St John Chrysostom in Cyprus. 

13th-14th century (?). 66 x 38. 

The Museum in Nicosia. 

The icon was part of a half-length Deesis. Analogies: 
G. Sotiriou et M. Sotiriou, Icones du Mont Sinai, vol. I, 
Athénes, 1956, tabl. 73, 237. 


Bibliog.: “Tresors de Chypre”, Paris, 1967, p. 113. 
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In connection with the big size of 
the album and the peculiarites of 
its structure the dimensions of the 
separate details of the icons in the 
album exceed their natural size. 
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BJIATOBEWIEHHE 

M43 Tponue-Cepresoit zappet. 

XIV B. 43 x34, 

Tpetbskonckas ranepes, Mockpa. 

Vikona, BaiuMo, Hanucata wa Pycn (cocHoraa gocka). 
Yepret naeosorosckoro cra B darype apxanrena u 
ApXHTeKTypHoM qoue. OnHaKko KoMMo3HuMa Gomee pHT- 
MHMHa, ¥eM B YHCTO BH3aHTHiIcKHX UKOHAX. HauMoHanb- 
HOCT XYAOKHUKA He MO/UAeTCA OMIpETeNeHHIO. 

Jlur.: M. Alpatoff, Eine Verkiindigungsikone aus der Palao- 
logenepoche in Moskau. — «Byzantinische Zeitschrift», 
Bd XXV, 1925, S. 347. 


AHAPER PYBJIEB 

APXAHIEJI MAXAMJI 

parment. 

M3 3nenuropona. 

Havas XV p. 158 x 108. 

TperbaxoscKaa ranepea, Mocksa. 

Hecmotps Ha wapanuist, MLO coxpaHMuioch nyaute, 
Nem sa aHrenos «Tponub. Crenosanne BH3aHTHii- 
ckol WKOHOrpaduH HM %KHBONHCHO TeXHHKe He HCKIIO- 
yano TBOpyecKOit cBOGOALI BeAHKOrO Mactepa. OGpa3 
ray6oxnil, omyxoTsopennbiit, Bo3sBbiuIeHHbIii, MaaULHbti, 
Gesynpexnbili mo nponopunam H pHrMy. Bee AocrHrRyTO 
MpeveAbHO MpOCTIMH cpecTBAMH, 


Jlwr,: M, Aanamos, Aunpeit PyGaep, M., 1959, erp. 14, 15. 


APXAHIEJI TABPUMII 

@parment. 

M3 Beicoukoro Monactipa 8 Cepnyxore. 

1387—1395. 146 x 106. 

Tperbskosckan ranepes, Mocksa. 

TIpwuito cuTaTb, ¥TO BCC MKOHbI 9TOFO 4HHa BbITOs- 
HeHbt B KoncTanTHHOnone, XOTA HanHcaHbl Ha sMNO- 
BLIX fOcKaX. B CHIY2THOCTH, B OTCyTCTBMM pesKUX GaH- 
KOB eCTb HeKoropan GnH30cTh K pyccKoit Kone. Ho 
MO KOHTpacty K 3BeHHTOpOsCKOMy 4HMHYy Bce xe GawxKe 
K BU3aHTHIicKOH LuKONe. 

Jlur.: B. Jlasapes, Hoppie naMatTHuKn Bu3aHtTHiicKOi *HBO- 
nucn XIV p, — «Busanruiickuii apemenunn», T.1V, M., 1951, 
erp. 122—131. 


AMUTPHH COYHCKMM 

Hayasio XV p. 26x35. 

Myseit npuxnasnoro uckyccTea, Bearpast. 

B orsmuwe oT syaantulickux HKOH Ha TY xe Temy (Ha- 
npamep, Teopras « Jmurpis p SpmuraKe, —cm.: H. Tue 
xaves, Matepwasibl iuia uctopum pycckoro wkOHOMHca- 
nua, 4. I, Cn6., 1906, tax, 36) cimHee pbictynaer 
cunyst. B 9ToM 6H30CTe MKONBI K pyccKOlt mkone. Ho 
B OTMHYHE OT Hee copmbl Gonee pacineHeHHbIe H Gec- 
noxofinbie. 

Jiur.: S. Radojéié, Die serbische Ikonenmalerei vom 12 Jh. 
bis zum 1450, — «Jahrbuch der dsterreichischen byzanti- 
nischen Gesellschaft», 1956, V, S. 82. 


rEOPrui 

Vs coOpanua A. Anucumopa. 

Hayano XVI p. 31x27. 

Ha oGopore nagnuce: 

«flim Janno Moxaiicxa. 

‘Tperbskoncxas ranepes, Mocksa. 

B gurype Muoro oveprun, Ho coxpausetca uenbHocTs 
cumysta, Maneupkaa uKoika cBoei MOHYMeHTasbHOCTsIO 
HaMOMHHaeT BOHHOR BO tbpeckax epanoHTosa MoHa- 
ctuipa. 


THE ANNUNCIATION 

From the Trinity-Sergius Lavra. 

14th century, 43 x34, 

Tretyakov Gallery, Moscow. 

Was evidently painted in Rus (pine board). Some features 
of the Paleologue style in the figure of the Archangel and 
architectural background, but a more rhythmic composition 
than that in purely Byzantine icons. The nationality of the 
artist cannot be defined. 

Bibliog.: M. Alpatoff, Eine Verkiidingungsikone aus der 
Pakiologenepoche in Moskau. — “Byzantinische Zeit- 
schrift”, Bd XXV, 1925, S. 347. 
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ANDREI RUBLEV 
THE ARCHANGEL MICHAEL 

Detail. 

From Zvenigorod. 

Early 15th century. 158 > 108. 

Tretyakov Gallery, Moscow. 

Despite the scratches the face is in a better state than the 
faces of the angels in the Old Testament Trinity. Adherence 
to the Byzantine inconography and painting technique did 
not rule out creative freedom of the great master. The image 
is profound, inspired, lofty, fine, and impeccable in propor- 
tion and rhythm. Everything is achieved with extremely 
simple means. 

Bibliog.: M. Alpatov, Andrei Rubley, Milano, 1962, p. 23. 
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THE ARCHANGEL GABRIEL 

Detail. 

From the Vysotsky Monastery in Serpukhov. 

1387-1395, 146 x 106, 

Tretyakov Gallery, Moscow. 

It is customary to consider all the icons of this Deesis as 
executed in Constantinople, though they were painted on 
lime panels. There is a certain closeness to the Russian 
school in its silhouette character and the absence of sharp 
highlighting. But it is closer to the Byzantine school than 
the Zvenigorod Deesis. 

Bibliog.: V. Lazarev, New Monuments of 14th Century 
Byzantine Painting, in “Vizantiisky vremennik”, vol. IV, 
Moscow, 1951, pp. 122-131 (Russ.). 


12 
ST DEMETRIUS OF THESSALONICA 


Early 15th century. 26 «35. 
Museum of Applied Art, Belgrade. 

The silhouette is stronger here than in the Byzantine icons 
on the theme (for example, St George and St Demetrius 
in the Hermitage—see: V. Likhachev, Material for the 
History of Russian Icon Painting, part 1, St Petersburg, 
1906, plate 36—Russ.). This indicates a closeness of the 
icon to the Russian school, but its forms are more restless 
and fragmented. 

Bibliog.: S. Radojéié, Die serbische Ikonenmalerei_ vom 
12 Jh. bis zum 1450, in “Jahrbuch der ésterreichischen 
byzantinischen Gesellschaft”, 1956, V, S. 82. 


13 
ST GEORGE 


From the A. Anisimov collection. 

Early 16th century. 3127. 

The inscription on the reverse reads: 

«Pima Danilo Mozhaiska». 

Tretyakov Gallery, Moscow. 

There is much energy in the figure. The integrity of the 
silhouette is preserved. With its monumentality the figure 
in this small icon resembles the warriors in the frescoes 
of the Ferapontov Monastery. 
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“THE MIRACLE AT CHONAE 
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4ETbIPEXYACTHAA MKOHA 
Kuelimo: Bockpemenne Jlasaps. 

Ms Teopruesckoli uepxeut 

3 Hosropoze. 

Hasano XIV a. 10377. 

Pyccknit myseii, Jlenmurpas. 

B nogvepuytom jpamatuaMe cuewst — oTmanemusie 
OTTONOCKH HOBrOpONCKHX CTeHHEIX poctucell KoHUA XIV B. 
Cxosan ramMa Kpacox B Munuatiope XV B. («J[pen- 
wepycckoe ucxyccrso», M., 1970, taGa. Ha crp. 356, 
357). 

Stur.: O. Wulff und M. Alpatoff, op cit., S. 162. 


FOUR-PART ICON 

Border scene: The Raising of Lazarus. 

From the Church of St George 

in Novgorod. 

Early 14th century. 103 x77. 

Russian Museum, Leningrad. 

Some echoes of late 14th century Novgorod wall painting 
can be discerned in the heightened dramatism of the scene. 
A similar gamut of colours is found in the 15th century 
miniatures (“Drevnerusskoye iskusstvo”, Moscow, 1970, 
pls. on pp. 356, 357). 


Bi O. Wulff und M. Alpatoff, op. cit. S. 162. 
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BOCKPEMIEHME JIA3APL 
Ws Bocxpecerickoro co6opa 8 Kauimne. 

Koneu XV p. 10281. 

Pycckuit myself, Jlenmurpan. 

Yacts npasauuuioro pau ukoHoctaca. B KonopuTe 13- 
BecTHas 6s1N30CTS K MOcKOBCKOHL unKosIe. J[pamaTHaM dburyp 
Xpucra m Jlasapa sarnyuiaeren xpomarayecknm GoraT- 
cTBOM WesIoro. 

Slur.: 10, Jsumpuee, Kamuuckne namatauxn. — «Coo6- 
utes Tocynapersennoro Pycckoro my3es, psi. I, JL, 
1948, erp. 43—45. 


THE RAISING OF LAZARUS. 

From the Cathedral of the Resurrection in Kashin. 

Late 15th century. 102 x 81. 

Russian Museum, Leningrad. 

Part of the Church Feasts Range of the iconostasis. The 
colours show a certain closeness to the Moscow school. 
The dramatism of the figures of Christ and Lazarus is 
subdued by the chromatic wealth of the icon as a whole, 
Bibliog.: Y. Dmitriev, Kashin Monuments, in “Soobshche- 
niya Gosudartsvennogo Russkogo Muzeya”, fascicle II, 
Leningrad, 1948, pp. 43-45 (Russ.). 
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BOrOMATEPb YMUJIEHME 

His coGpaunsa Ml. Ocrpoyxona. 

- XV—nayano XVI s. 26 x 23. 

‘Tperbakosckaa ranepes, Mocksa. 

Vixona, Baaumo, Hosroposckoit nposununn. OGpamaer 
BHUMaHMe yrnopateiit KoHTyp uryppl Maanenua Ww cKMa- 
OK ero mamta, Koutypt nomyepKHyTs! MB sIHUe, B Opo- 
sax Mapua wm B ee mmaue. Ananorus: «Boromatepb 
Ymunenwe (Tonrckas Tlonxy6euckas)», XV». (arop- 
ckuit MCTOpHKO-xynoxecTBeHHBIt My3eli-sarionenunK, 3a- 
rope). 

SIur.: A. [puyenxo, Pycckas wkoHa Kak HCKYCCTBO %KHBO- 
mucu, — «Bonpocst *xHBonHCH», BbIT. 3, M., 1917, crp. 151. 
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BOrOMATEPb APOCJIABCKAA 
Ms co6panus M. Ocrpoyxona. 
Cepeauna XV B. 54x 42. 
TperbaKopckas ramepes, Mocksa. 
+ Tipeaxne ukoHy OTHOCHIM K HOBroporcKolt uKkone. Bonbure 
OCHOBaHH OTHOCHTb €€ K MOCKOBCKOMi WIKkosIe (cp. C HKO- 
Hoit «Moan [Ipenteva» Mysen apesepycckoro ncKyccrBa 
umewn Angpea Py6nena). B cpapHeHun c npembiayulMM 
«YMusenHem» dopmpt Gonee opranHunbi, senka TOHKaa, 
B puipaxenuu duryp Gonbure cnepxkanHOcTH H BeNHYABOCTH. 
JIur.: M. Alpatoy, Altrussische Ikonenmalerei, Dresden, 
1958, S. 25, 26, 29. 


THE VIRGIN ELEUSA 

From the I. Ostroukhov collection, 

15th-early 16th century. 26 x 23. 

Tretyakov Gallery, Moscow. 

Apparently the icon is from Novgorod province. An inter- 
esting point is the angular contour of the figure of the 
Child and the folds of his cloak. Contours are also stressed 
in the face, the eyebrows of the Virgin and in her cloak. 
Analogy: the 15th century Virgin Eleusa (Tolgskaya Pod- 


kubenskaya), Att Museum and Ancient Monument, 
Zagorsk. 
Bibliog.: A. Grishchenko, Russian Icon as Painting, in 


“Voprosy zhivopisi”, 
(Russ.). 


fascicle 3, Moscow, 1917, p. 151 


THE VIRGIN OF YAROSLAVL 

From the I. Ostroukhov collection. 

Mid-15th century. 54x 42, 

Tretyakov Gallery, Moscow. 

Formerly ascribed to the Novgorod school, but there is 
greater reason to attribute it to the Moscow school (cf. the 
icon of St John the Baptist in the Andrei Rubley Museum 
of Early Russian Art). In comparision with the previous 
icon, the Virgin Eleusa (No. 20), the forms are more organic, 
and the modelling is finer. The figures express more restraint 
and solemn majesty. 

Bibliog.: M. Alpatov, Altrussische Ikonenmalerei, Dresden, 
1958, S. 25, 26, 29. 
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Uy 0 TEOPIMA 0 3MME 

Ms co6panua 1. Octpoyxosa. 

XV s. HopropogcKas mkoma. 82x 63. 

‘Tpetbakosckaa ramepen, Mocksa. 

Osun 13 cammix mpexpaciix o6pasos Teopras 8 pyc- 
ckof mkoHOnHcH. B crpemuTenbHOCTH KOHA — OTTOOCKH 
HOBrOposCKHX pocnuceli XIV s. B ukoHe npuMexatenbHo 
He TOMbKO OTCTYMMeHHe OT TepBoHayaNbHOl rpadeH, HO 
 cambtit nepeBog, BocxonsuuMtit K paHHeBMSaHTHficKOM MIa- 
crauke BapGepuna. 

Jlur.: M. Aanamos, O6pa3 Teoprus-nouna 8 ucxyccrse Bu- 
santa u JIpesveit Pycu. — «Stiomst mo ucTopuu pyccKoro 
uckyettpa», T. 1, erp. 154—169, 
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ST GEORGE AND THE DRAGON 
From the I. Ostroukhovy collection. 
15th century. Novgorod school. 82 63. 
Tretyakov Gallery, Moscow. 

One of the most beautiful images of St George in Russian 
icon painting. The swift movement of the horse is evocative 
of the 14th century Noygorod frescoes. Interesting points 
are not only the deviation from the original linear design 
incised in the plaster, but the very type, which goes back 
to early Byzantine Barberini tablet. 

Bibliog.: M. Alpatov, The Image of St George the Warrior 
in the Art of Byzantium and Ancient, in “Etyudy po istorii 
russkogo iskusstva”, vol. I, pp. 154-169 (Russ. 
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OFHEHHOE BOCNOMAEHNE THE PROPHET ELUAK 


25 


OrHEHHOE RocxengEHNE 
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PO?KJECTBO XPMCTOBO 
1405. 80x 60. 

Wixoxa npasaaimoro sna 
wxonocraca BaaroneutentcKoro co6opa 
Mocxoacxoro Kpesuts. 


29 
POX JECTBO XPHCTOBO 
OGuunii suv a sparmenta. 
Ms Poxnecrsenckoit uepxBu 8 Ssennropoze. 
Hayano XV . 71 x53. 
TperbsakoscKas ranepes, Mocksa. 
Tlepsan 43 ypyx uKOH cuwtaetca paGoToit camoro Py6- 
neva, BTopaa — paGoroii ero mom. OnHaKo nocner- 
HAA TAPMOHMYHEe M TOHbULE NO KOMMO3HUMH H KOSOpHTY. 
MorT#s axresioB, TOKAOHAIONIMXCA MsIaeHUY B ACIIAX, HMe- 
eTca Bo (bpecke Ha Ty 2%Ke Temy B uepKBH [epuBnenTHt 
B Mucrpe. 3neHMroposickan MKOHa BPA AM aBsReTCA pa- 
Goroii Koro-H60 43 yeHuKoB Py6ueBa, McaBMINX «npasy- 
HHKH»> HKOHOCTaca TpouuKkoro co6opa Tponye-Cepraesoit 
nappbt. Ee orm4aer OTYeTAMBOCTH UITpHXOB H Npobem0B, 
KaKoit He Gu10 ete B MpoUsBeneHHAX Hayana XV B. B svoll 
HKOHE, MPOHMKHYTOM AYXOM NacTopasin, ee KOMIO3HUs H 
AeTanH TOHKO MPOYYBCTBOBAHDI HM BbINOMHEHBI C pesAKUM 
apricru3Mom. 


28 
THE NATIVITY OF CHRIST 
1405. 80 x 60. 


Icon from the Church Feast Range 
of the iconostasis of the Annunciation Cathedral 
in the Moscow Kremlin. 


84 85 
THE NATIVITY OF CHRIST 
General view and two details. 
From the Nativity Church in Zyenigorod, 


Early 15th century. 71 53. 
Tretyakoy Gallery, Moscow. 


‘The first of the two icons is considered the work of Rublev 
himself, the second the work of his school. However, the 
latter is more harmonious, finer in composition and colour 
range. The motif of the angels worshipping the Child in the 
manger is included in the fresco on the same subject in 
Peripleptos Church in Mystra. The Zvenigorod icon can 
hardly be the work of one of Rublev’s pupils who painted 
the Church Feast Range for the Trinity Cathedral in the 
Trinity-Sergius Lavra. It is distinguished for the lucidity 
of its accents and highlightings of a kind still unknown in 
early 15th century work. The icon is imbued with pastoral 
feeling, its composition and details have been well thought 
out and executed with a rare artistry. 


Jiur.: B. JTasapes, Annpeii Py6nes w ero wkona, M., 1966, — Bibliog.: V. Lazarev, Andrei Rubley and His School, Mos- 
erp. 111. cow, 1966, p. 111 (Russ.). 
30 
TIOKPOB = THE INTERCESSION 


Vs co6panus M1. Ocrpoyxona. 

Hayano XV b. HosroposcKas uKona. 74 x 50. 
TperbaxoscKas ranepes, Mocksa. 

Komnosmuna pa36ura Ha apychl, Kak B H306paxKeHHAX 
Crpaumoro cyza (cp. c HkoHoH «Crpaummniit cys» cepenmner 
XV b. nosropozcKoii mxosb1). 

Jlur.: B. Aumonosa « H. Mnesa, Katanor pesrepyccKoit 
xuponucn, T. I, M., 1963, crp. 101, 102. 


From the I. Ostroukhov collection. 

Early 15th century. Novgorod school. 74 x 50. 

Tretyakov Gallery, Moscow. 

The composition is divided into tiers as in the representation 
of the Last Judgement (cf. the mid-15th century icon of the 
Last Judgement, Novgorod school.) 

Bibliog.: V. Antonova and N. Mneva, Catalogue of Early 
Russian Painting, vol. I, Moscow, 1963, pp. 101, 102 
(Russ.). 
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TIOKPOB 

XV—asano XVI. Mockosckaa uKkona. 66 x 50. 
‘Tperbaxonckas ranepes, Mocksa, 

Cysnansckuii uKoHorpaduyeckuit nepeson. Xora dryer 
PacnonoxeHbI B Tpex sApycax, OHM npeGpiBaloT B OAHOM 
mpocrpancrsennoit cpene. Tony6pie Towa xapaktepubi Ana 


THE INTERCESSION 

15th-early 16th century. Moscow school. 66 x 50. 
Tretyakov Gallery, Moscow. 

Suzdalian iconographical type. Though the figures are 


arranged in three tiers, they are in the same plane. The blue 
tones are characteristic of Moscow. 


Mockxspi. 
32 
MOKPOB THE INTERCESSION 
Vs Mokposckoro monacttips 8 Cysnane. From the Pokrovsky Convent in Suzdal. 
XIV B. 68x44. 14th century. 68 x 44. 


‘Tpersaxonckas ranepes, Mocksa. 
Sra ray6oKo apxanieckaa no Tuny HMO BBImOmeEHHO 
MKOHA sisiaeTcR Npoobpasom Gosee nosaHHx cpemHepyc- 
ckux MKOH Tloxposa (cp. C. Amuyuxoe, [[pesnepycckas *UBO- 

nutcb, Howie orxpsitia, JI., 1969, 16x. 28). 


2 


Tretyakov Gallery, Moscow. 

This icon, which is profoundly archaic in both type and 
execution, is the prototype of later: Central Russian icons 
of the Intercession (cf. S. Yamshchikov, Early Russian 
Painting. New Discoveries, Leningrad, 1969, plate 23— 
(Russ.). 
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BOTOMATEPb BEJIMKAA MAHATMA 

(vax Ha3brBaemaa SIpocnasckas Opaura). 

@parment. 

Vis Cnaccxoro Monactsips B SApocuasne. 

XII s. 194. 120, 

Tperbaxosckas rasepea, Mocksa. 

Tpyano ycraHOBHTs MeCTO BOSHHKHOBCHHA HKOHBI. Bo BCA- 
KOM ciyyae, ee TecHas CBASb C KHeBCKOM TpaMMUHel He TOL- 
next comHennio, Tososa Boromatepx Gozee Kiaccnye- 
ckux mpontopunii, em Boromatepu Hepyumoit crenst 8 Co- 
bun Kwencxoii. Boa durypa npowsnoqut Gonee Monymen- 
TambHOe BHevaTeHHe, YeM BH3AHTHIicKAaA HKOHA Boroma- 
TepH Toro 2%*e BpemeHH B My3ee Kanonumonte B Hea- 
none. 

Snt.: A. Anucuaos, oMonrospcxuit nepwon upesuepyccKolt 
2xuBonacu, — «Bonpocst pecraspauuu», pein. II, M., 1928, 
erp. 164, 171; 4. Bpyx, Kusoe nacnegue, M., 1970, erp. 30. 


38 
CIIAC HEPYKOTBOPHBIM 
Vs Yenenckoro co6opa Mockonckoro Kpemas. 
XIs. 77x71. 
Tperpaxonckas ranepes, Mocksa. 
Ha o6opote «Ipocaapnenne Kpecta» spyroro macrepa, He- 
COMHCHHO, HOBrOpOsCKOrO NpoucxoxKFeHHA, AKonorpadH- 
vecknit Tun Cnaca, Kak Bo tbpecke uepken Cnaca Ha Hepe- 
auue (B. Macoedos, peck Cnaca Hepenmupi, ta6s1. XIX), 
a TawKe B MKOHe CoGopa ropona JIana Bo Ppanunn (A. Mpa- 
6ap, Hepykorsopxntit Cac JancKoro coGopa. — «Semina- 
rium Kondakovianum», t. II, Prague). Mxona nputensetcs 
MHCTOTOH CTH, CTPorocTHIO (OPM, HexXHOCTHIO KPACOK, 
TOHKOCTBIO BEINOSHEHHS. 


THE VIRGIN GREAT PANAGIA 

(the so-called Virgin Orans of Yaroslavl). 

Detail. 

From the Spassky Monastery in Yaroslavl. 

12th century. 194 x 120. 

Tretyakov Gallery, Moscow. 

Provenance difficult to establish but its close ties with 
Kievan traditions are unquestionable. The head of the 
Virgin is more classical than that of the Virgin the In- 
destructible Wall in St Sophia's in Kiey. The entire figure 
makes a far greater impression of monumentality than the 
Byzantine icon of the Virgin of we same period in the 
Capodimonte Museum in Naples. 

Bibliog.: 4. Anisimov, The Pre-Mongol Period in Early 
Russian Painting, in “Voprosy restavratsii”, fascicle II, 
Moscow, 1928, pp. 164, 171; ¥. Bruk, The Living Heritage, 
Moscow, 1970, p. 30 (Russ.). 


THE VERNICLE 

From the Dormition Cathedral of the Moscow Kremlin. 
12th century. 77x71. 

Tretyakov Gallery, Moscow. 

On the reverse is the Exaltation of the Cross by another 
master, undoubtedly of Novgorodian provenance. The 
iconographical type of the Saviour is like the one in the 
frescoes of the Church of the Saviour at Nereditsa 
Myasoyedov, Freski Spasa Nereditsy, plate XIX—Russ.), 
and also in the icon of the Cathedral in the town of Laon, 
France (A. Grabar, The Vernicle of the Cathedral in Laon, 
‘Seminarium Kondakovianum”, t. Il, Prague). The icon 
is distinguished for its purity of style, austere forms, pastel 
colours and fine execution. 


39 
APXAHIEJI AN ARCHANGEL 
(vax Ha3pipaempbtit 3narbie Bnaca) (the so-called Archangel with the Golden Hair) 
XILB.48%39, 12th century. 48 x 39, 


Pyccxnit myseit, JIenmurpaa, 
Tun anrena oT4acrn Gu30K x attrenam dpecox [murpues- 
ckoro coGopa no Baagumupe (I. Grabar, Die Freskomale- 
rei der Dmitrij Kathedrale in Wladimir, Berlin, s. a., 
taf. XXX). Ho 5 yeprax Hua, B Bbipaxenum, B XapaKTepe 
BBITIONHeHHA (SONOTEIE MPs BONOC), B APKOCTH KPACOK CKa- 
sbrBa1oTes YepTbi cslarapmelica Tora pyCcKOHt LKOZIbI. 
Jiur.: D. Ainalov, Geschichte der russischen Monumental- 
kunst der vormoskovitischen Zeit, Berlin—Leipzig, 1932, 
S. 63, 56—67. 


Russian Museum, Leningrad. 

The type of angel is somewhat close to the angel in the 
frescoes of the Cathedral of St Demetrius in Vladimir 
(L. Grabar, Die Freskomalerei der Dmitrij Kathedrale in 
Wladimir, Berlin, s. a., taf, XXX). But in the features, the 
expression and the character of execution (delineation of 
golden hair) and the bright colours one can see features of 
the Russian school which was then evolving. 

Bibliog.: D. Ainalov, Geschichte der russischen Monumen- 
talkunst der vormoskovitischen Zeit, Berlin—Leipzig, 1932, 
S. 63, 65-67. 
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HMKOJIA CO CBATbIMH HA TIOJLAX 

parment. 

M3 Cmonencxkoro co6opa 

Hono-Jleswubero Monactbips. 

XID s. 145 x94, 

Tperbskopckas ranepes, Mocksa. 

PellMT Bonpoc, OTHOCATCA MM MOAOGHBIC HKOHBI K HOBTO- 
Pouckol mM cy3fanbcKOit uIKONIe, O¥eH_ TpyazHO. JIMuo 
Huxontt 6rinke x dbpeckam J[mutpuescxoro coGopa Bo Buia- 
aumupe, Yem K (bpeckam Hepeauust (I. Grabar, Die Fresko- 
malerei der Dmitrij Kathedrale in Wladimir, taf. XXI, 
XXII). Cyumocts o6pa3a Hukombt Henb3a cBonHTb K 
MOHsTHIO ackeTH3Ma. B nMUe ero H CypoBOCTS, H MyZpocTs, 
M Ha3MAAHMe, HK POHMKHOBeHHOCTS. O6pa3s Cpuropus Bo- 
rocnosa 8 Spmutaxe (A. Bank, yKa3. cow., tabs. 225, 
226) B 3ToM oTHoMIeHHM ycrynaeT emy. 

Jiur.: H. Hopdupudos, O nytax passutas xynoxKecrBeHtbx 
o6pasos. — «Tpyner Ornena apesuepyccKoii nntepatypst 
Mucrmtyta pycckoi antepatypst AH CCCP», t. XVI, 
SJL, 1960, erp. 40, 41. 


ST NICHOLAS WITH SAINTS ON MARGINS 

Detail. 

From the Cathedral of the Virgin of Smolensk, 

the Novodevichy Monastery. 

12th century. 145 «94, 

Tretyakov Gallery, Moscow. 

It is difficult to say whether an icon of this type belongs 
to the Novgorod or to the Suzdal school. The face of 
Nicholas is closer to the frescoes of the Cathedral of St De- 
metrius in Vladimir than to those of the Nereditsa (/. 
Grabar, Die Freskomalerei der Dmitrij Kathedrale in 
Wladimir, taf XXI, XXID. The nature of the image of 
Nicholas cannot be equated with the concept of asceticism. 
Austerity and wisdom, edification and sincerity are expressed 
in his face. The image of St Gregory the Theologian in the 
Hermitage (A. Bank, op. cit., pls. 225, 226) is inferior 
in this respect. 

Bibliog.: N. Porfiridov, On the Development of Artistic 
Images, in “Trudy Otdela drevnyerusskoi literatury Insti- 
tuta russkoi literatury AN SSSR”, vol. XVI., Leningrad, 
1960. pp. 40, 41 (Russ.). 
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BOPHC HM TIEB 
Vis co6panua A. Mopo3opa. 
XIV s. HosropogcKas urkona. 53 x 42. 
TperpsaKonckas ranepes, Mocksa. 
Tunuiaa uxoHa-npamuTup, ro xapaktepy xHBONHCH 6213- 
Kas K KHTHHHbIM KueiiMaM 3TOrO BpeMeHH, 
Jlwr.: H. Hopdupudos, O nytax passurua xynoxKecTBeHHBIX 
o6pasos. — «Tpyast OTgena azpesuepyccKoit mMTepatypbt 
Wucraryra pycckoli nutepatypst AH CCCP», 7. XVI, 
erp. 36—49. 
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WIbA TIPOPOK 

BIYCTBIHE 

CKUTHEM M JEMCYCOM 

Chenu. 

Vs uepxen Mitsu Mpopoxa 

cena BuiGyrsi 6n3 TeKova. 

XMM. 141 x 111. 

Tperbsxonckas ranepes, Mockna, 

O6pa3 Vinen pocxomur K dpeckam coGopa Mupoxckoro 
Monactéips u Cnaca Ha Hepenuue. Cooeii xpacounocrsio 
MICKOBCKAA HKOHA PCLUMTCIbHO HeMOXO%Ka HA ACKCTHYCCKH- 
Mpaune O6pasn Mann & pH3aHTHiicKoH HkOHONHCH (Ha- 
MpaMep, HkoHa B Opmuraxe, — Cm.: A. Bank, yKa3. com, 
TaGs. 255). 


SS BORIS AND GLEB 
From the A. Morozov collection. 

14th century. Novgorod school. 53x 42. 
Tretyakov Gallery, Moscow. 


The icon is a typical primitive, and is close in character of 
painting to border scenes in icons of the period depicting 
scenes from saints’ lives. 

Bibliog.: N. Porfiridov, On the Development of Artistic 
Images, in “Trudy Otdela drevnyerusskoi literatury Instituta 
russkoi literatury AN SSSR”, vol. XVI, pp. 36-49. (‘Russ.). 


THE PROPHET ELIJAH IN THE WILDERNESS 
WITH SCENES FROM HIS LIFE, 

AND THE DEESIS 

Centre panel. 

From the Church of the Prophet Elijah 

in the village of Vybuty near Pskov. 

13th century. 141 x 111, 

Tretyakov Gallery, Moscow. 

The image of Elijah goes back to the frescoes in the Cathe- 
dral of the Mirozhsky Monastery and the Church of the 
Saviour at Nereditsa. In its colourfulness the Pskovian icon 
of Elijah is absolutely unlike the ascetic, gloomy images of 
the Prophet in Byzantine icon painting (for example, the 
icon in the Hermitage. See: A. Bank, op. cit., plate 255). 
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TEOPIMH C 2KUTHEM 

Knelimo: Peoprus ryt ceevamn. 

M3 co6panna M. Moroamna. 

Havano XIV s. Hosropoyicxas wxona. 91 x 64, 

Pyccknit myseit, Jlennurpast. 

Penxuit mpamep 61n30cTH pyccKol MKOHBI K POMAHCKOIt 2KH- 
sonucu, Durypa Teoprua Ha Kone 61u3Ka He CTOMbKO K T'e- 
opruio Bo ¢pecke yepken Feoprua w Crapoit JIanore, 
CKOMBKO K uKOHe «Uyso Teoprua o 3mHe» u3 coOpannna 
A. Mopo3osa (Tperbakosckaa ranepes). Mxonorpadaie- 
CKHe MpOTOTHNbI *AHTHHHBIX KIeiM — B MKOHAX Ha CuHae 
(G. Sotiriou et M. Sotiriou, op. cit, tabl. 167, 169). 


50 51 
HMIKOJIA 3APAMCKHA 
CKMTHEM 
parmenr 4 kneiima: 
Tipupenenue Bo yuenne, 
VisGapnenne Amurpus co aKa Mops. 
M3 cena Mannona 6nu3 Poctopa. 
XIV p. Cysnasscxas mixona, 128 x75. 
‘Tperbakoncxas ranepes, Mockna. 
B npotaponosoxkHocTb BKIcoKoMepHOl myapocr Hukombrt 
Hononesuusero (ukona «Hukosa CO cBATKIMH Ha TIONSX», 
Tperbaxonckas ranepes) Hukona npestcrassien Kak 3actyn- 
HMK <cHpLIX H yGorio>. TporatenbHBI cBoell zyUIeBHOCTBIO 
OKMTHHHBIC CLIEHBI. 
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ST GEORGE WITH SCENES FROM HIS LIFE 
Border scene: St George Being Burnt with Candles. 


From the M. Pogodin collection. 

Early 14th century. Novgorod school. 91 » 64, 

Russian Museum, Leningrad. 

A rare example of Russian icon being close to Romanesque 
painting. The figure of George on horseback is close not so 
much to the George in the fresco of the Church of St George 
in Staraya Ladoga as to the icon of St George and the 
Dragon from the A. Morozov collection (Tretyakov Gal- 
lery). Iconographic prototypes of the scenes from the life 
of the saint are found in icons at Sinai (G. Sotiriou et 
M. Sotiriou, op. cit., tabl. 167, 169). 
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ST NICHOLAS OF ZARAISK 
WITH SCENES FROM HIS LIFE 
Detail and border scenes: 
The Leading of Nicholas to His Tutor, 
and The Saving of Demetrius From the Bottom of the Sea. 
From the village of Pavlovo near Rostov. 
14th century. Suzdal school. 128 x 75. 
Tretyakov Gallery, Moscow. 
In contrast to St Nicholas from the Novodyevichy Monas- 
tery, in which the saint’s superior wisdom is stressed (the 
icon of St Nicholas with Saints on the Margin, Tretyakov 
Gallery) here St Nicholas is shown as defender of the sick 
and orphaned. The scenes from the life of the saint are 
touching with their quality of kindness and spirituality. 
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SSF NICHOLAS WITH SCENES FROM HIS LIFE 
order sine 
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BOTOMATEPE THE VIRGIN 
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®EO@AH PEK MELO IKOIIA 
BOTOMATEPb JOHCKAA 

parment. Ha oGoporte: Yenenne. 

M3 BnarosemencKoro cobopa 

Mockoscxoro Kpemas. 

Koneu XIV b. 86 x 68. 

‘Tperbaxoscxas ranepes, Mocksa. 

CxogctBo «Boromatepu Jlonckoii» c «Boromateppio» neH- 
cycHoro 4wHa Baarosemenckoro coGopa aenaeT Bepoat- 
HBIM, TO BbINONHAT ce caM Deoax. OGpa3 cKop6u B «Boro- 
Matepw BnanumupcKoi yctynaet MecTo o6pa3y MaTepHH- 
cKOH HEKHOCTH H CHACTHS, CHHTHOCTH (bUTYp MaTepH HM Msa- 
genua. B 9toM oTsMune oT GombUIHHCTBa MakenoHCcKHxX 
uxon («Mkonbt wa Bankanax», ta6n. 154, 171). Ourypst 
Boromatepu # Maagenua coctasasor y Meodana ncHxo- 
JIOTHYECKOE H KOMMOSHLHOHHOE eJ1MHCTBO. BéecTe c Tem 43- 
Gernyra xanposocts «Menaronuiickoit Boromatepw» 1421— 
1422 rr, («Mkons Ha Bankanax», ta6s. 191), saupatouteit 
Ha 3puTens, Deoan COXpanseT BeTHYHe M BOSBHILEHHOCTE 
o6pasa, 

Jiur.: JT, Jlugiuuy, Uxona «oucxott Boromatepw. — 
C6. «pesnepyccKoe uckyccrso», M., 1970, erp. 87—114. 


THEOPHANES THE GREEK AND HIS SCHOOL 

THE VIRGIN OF THE DON 

Detail. Reverse: The Dormition 

From the Annunciation Cathedral 

of the Moscow Kremlin. 

Late 14th century. 86 x 68. 

Tretyakov Gallery, Moscow. 

Because of the similarity between the Virgin of the Don and 
the Virgin from the Deesis Range of the Annunciation 
Cathedral it may be assumed to have been painted by 
Theophanes himself. The image of grief in the Virgin of 
Vladimir gives way here to one of motherly tenderness and 
happiness, to a merging of the figures of mother and child. 
Here lies the dinstiction between this icon and the majority 
of Macedonian icons on the theme (“Icons in the Balkans”, 
pls. 154, 171). The figures of the Virgin and Child as 
painted by Theophanes present psychological and composi- 
tional unity. At the same time the genre-like quality of the 
Pelagonian Virgin (1421-1422), who looks directly at the 
viewer, has been avoided (“Icons in the Balkans”, plate 191). 
Theophanes preserves the grandeur and loftiness of image. 
Bibliog.: L. Lifschitz, The Virgin of the Don Icon, in “Drev- 
nyerusskoye iskusstvo”, Moscow, 1970, pp. 87-114 (Russ.). 
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®EO@AH FPEK (2) 

TIPEOBPAXKEHME 

OGuuii BAA H bparmenr. 

Ms Cnaco-Ipeo6paxencKkoro co6opa 

B Tlepecnapae. 

Hawano XV B. 184 134. 

‘Tperbaxonckaa ranepes, Mocksa. 

TIpwusro ycmarpusats 6 H306paxenwsx npeobpaxeHus 
XIV 8, OTKNMKM CHopoB HCHXACcTOB O tbaBopcKOM cBeTe. 
Oxnako npsmoii saBHcHMocTH Xy20%*KHUKOB OT GorocnoBoB 
ne Obu10. B «fpeo6paxensmi napwxckolt pykonucn «Teo- 
sormueckne coumHeHHa Moania Kanraxysuna» (1371—1375 
rr, apwxckan Hauuonanbuas 6u6smoreKa, rp. 1242) Xpuce 
‘TOC H MPOPOKH OTACIEHEI HHTepBAsIOM OT NanarOULHX BHHS 
anocronos. B nepecnasmecKoli WKOHe spaMarH3M MHOrO 
poga: Terp tanetcn xeepxy, Moann nagaet, Maxos 3a- 
kpbipaer pykamn simuo. Caer, Hcxonauuuli or burypst Xpuc- 
‘Ta B GenbIx pH3ax Cc 3O/0TbIM aCcHCTOM, naslaeT ronyGbIMH 
GimKamu nonciony, Ho He B cHax noGennTs Mpaka. B 9ToM 
ApaMaTH3M 9TOii TeoannH. 

Slur: M. Alpatov und N. Brunoy, Geschichte der altrus- 
sischen Kunst, Augsburg, 1932, S. 306. 
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APXAHTEJ MUXAMUI 

CKMTHEM 

Cpeanux 1 kefima: 

Floxasue npopoxa Japuna, 

Ho6uenue noticka accupititcKoro, 

Bopb6a Maxopa c aurenom. 

Havasto XV p. 235,5 x 182,2. 

Apxautrenecxnit coop 

Mocxoscxoro Kpemuis. 

Tipesocxoauas paGora coppemenuka Py6nesa ¢ Hexoro- 
puma cnenamit Boszelicrena Deobana Tpeka. B uxone 
HCNb3A BHJETh JIMUIB MIOCTpaulMIO BOHHCKOH moOBecTH, 
npussis K Myxxectay. Eon «Tponta» Py6ena — sprenne 
IONIM HeGecHOHi KpacoréI, TO 31ecb — sBNeHHe MyKeCTBA 
B oGpasax KpsulaToro Bousta u GoroGopua MaKosa. 

Jlwr.: K. Tuxosmuposa, Peponseckoe ckasanue 8 apeprepyc- 
ckoit 2KuporucH. — C6. «Ipesnepycckoe ucxyccrso», M., 
1970, crp. 7—28. 


THEOPHANES THE GREEK (?) 

THE TRANSFIGURATION 

General view and detail. 

From the Cathedral of the Transfiguration 

in Pereslavl. 

Early 15th century. 184 134. 

Tretyakov Gallery, Moscow. 

It is customary to see in the 14th century representations 
of the Transfiguration some reflections of the Hesychasts’ 
arguments about the light on Mount Tabor. However, 
icon painters were not directly dependent on the theologians, 
In the Transfiguration in the Paris MS of The Theological 
Works of John Cantacuzenus (1371-1375, the Bibliotheque 
Nationale, Paris gr. 1242) Christ and the Prophets are 
separated by a space from the Apostles, who are tumbling 
down. The dramatism in the Pereslavl icon is of a different 
kind: Peter is seen straining upwards, John is falling, while 
Jacob hides his face in his hands. The radiance emanating 
from the figure of Christ, who is in white raiment with gold 
hatching, casts blue patches of light on everything but is 
unable to overcome the darkness. This effect accounts for 
the dramatic nature of this theophany. 

Bibliog.: M. Alpatoy und N. Brunoy, Geschichte der alt- 
russischen Kunst, Augsburg, 1932, S. 306. 
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THE ARCHANGEL MICHAEL 
WITH SCENES OF HIS ACTS 

Centre panel and border scenes: 

The Penance of King David, 

The Defeat of the Assyrian Host, 

Jacob and the Angel. 

Early 15th century. 235.5 x 182.2. 

The Cathedral of the Archangel Michael 

of the Moscow Kremlin. 

A splendid work by a contemporary of Rubley with 
certain traces of the influence of Theophanes the Greek. 
The icon must not be considered only as an illustration to 
a military story, or as appeal for bravery. While Rublev’s 
Old Testament Trinity is an apparition of heavenly beauty to 
the people, this icon is an apparition of bravery in the ima- 
ges of the winged warrior and the theomachist Jacob. 
Bibliog.: K. Tikhomirova, Heroic Tales in Early Russian 
Painting, in “Drevnyerusskoye iskusstvo”, Moscow, 1970. 
pp. 7-28 (Russ.). 
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APXAHTEJI MAXAMII 
1405. 211 x 121, 
Mixona neucycuoro una 
uoHoctaca Braroseutexckoro coGopa 
Mockoscxoro Kpemna. 


Vixona orsmuaetes of ocTasbHbIX WHHOBBIX HKOH, BBITON- 
HenHBIx Peowpatiom Ppexom. Her soctatounbix ocHopannit 
TaKXKe CHHTATS CO3NaBIerO ee MacTepa YHeRHKOM Peo*asa. 
B «Apxanrene Muxanse> samerHit veprsi cnarapuieroca 
CTHNA PYCCKOIt MIKOMIEI HKOHONMCH: 9TMMeCKOe CnoKolicTBHe 

oGpasa, cunyaTHocTs, OTKpbITsIlt uBeT (KHHOBApE). 
Slut.: H. Huxugsopaxu, Onerr atpu6yunn wxonoctaca Baa- 
TOBeMIeHCKOTO COGOpa MPH HOMOUMM GusUMECKHX MeTOZOB 
vicsenopanns. — «Kymstypa J[pesneit Pycu», M., 1966, 


THE ARCHANGEL MICHAEL 

1405. 211 x 121. 

An icon from the Deesis Range 

of the iconostasis in the Annunciation Cathedral 
of the Moscow Kremlin. 


The icon differs from other icons of the Deesis, which were 
painted by Theophanes the Greck. There are insufficient 
grounds for considering its painter one of Theophanes’ 
pupils. The Archangel Michael displays certain features 
of the style of the Russian school of icon painting which 
was then in formation: an epic calmness of image, accentu- 
ated outline, and bright colour (cinnabar). 

Bibliog.: N. Nikiforaki, Experience of Physical methods 
in the Attributions of the Iconostasis of the Annunciation 


erp. 173—176. Cathedral, in “Kultura Drevnyei Rusi”, Moscow, 1966, 
pp. 173-176 (Russ.). 
79 
MIPEOBPAKEHUE THE TRANSFIGURATION 
1405. 80x60. 1405. 80x 60. 
Wxoua npa3quaunoro ymna An icon from the Church Feasts Range 


wxonocraca Bnaropemenckoro co6opa 
Mocxoscxoro Kpemua. 


Cream mpa3qHH4HBIX HKOH OfHa H3 CaMBIX COBEpILEHHBIX 1 
My¥e3apHbIX — 9TO HKOHa «ITpeoOpaxkeHHe», BAZMMO, Co- 
34anue camoro Py6nena. 


Jiur.: M. Aanamoa, Uxoworpabuseckan Tpanitn « xy0- 
xecTBeHHOe TBOPHeCTBO. — «ITIogpI Ho HeTOpHM pyccKoro 


of the iconostasis in the Annunciation Cathedral 
of the Moscow Kremlin, 


Of the Church Feasts Range this is one of the finest and 
most radiant and was presumably painted by Rublev 
himself. 

Bibliog.: M. Alpatov, Le tradition iconographique et 
creation artistique dans Tancienne peinture russe, in 


ucxyccrsa», T. 1, crp. 127—-137, “L’Arte”, 1961, englio-sattebre, pp. 3-27. 
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AHAPEM PYBIEB ANDREI RUBLEV 
CNAC THE SAVIOUR 
parent. Detail. 
ATIOCTOJINABEJI THE APOSTLE PAUL 
@parment. Detail. 


Vixonst nencycnoro anna, 

HaiineHHoro B 3BeHHropore. 

Hayano XV . 158 x 106. 

Tperbakosckan ranepes, Mockpa. 

Tperba nkoHa — «Apxanren Muxawp. 

Tleppoknaccnoe co3nanme BenuKoro Mactepa, BosHHKUIee 
TpHMepHO B Te xe roAbI, ¥TO H peck YenencKoro coGopa 
zo Baazumupe 


Jiur.: M, Aanamoe, Aunpeit Py6nen, erp. 14, 15. 


Icons of the Deesis Range, 
found in Zvenigorod. 

Early 15th century. 158 x 106. 

Tretyakov Gallery, Moscow. 

The third icon is the Archangel Michael. 

A first-class work by the great master which must have 
been painted roughly during the same years as the frescoes 
in the Dormition Cathedral in Vladimir. 

Bibliog.: M. Alpatov, Andrei Rublev, Milano, 1962, p. 24 
(Russ). 


67 82 83 
AHAPEA PYBJIEB ANDREI RUBLEV 
TPOMIA THE OLD TESTAMENT TRINITY 
OGuuit BAA MH bparmentst. General view and details. 
Ms Tpouuxoro co6opa__ From the Trinity Cathedral 


Tponue-Cepruesoit naBpst. 

Hayano XV s. 142x114. 

Tperbaxonckas ranepes, Mockpa. 

Hecmorpa Ha yrpatsr HeKoTOpsIX YacTeit nepBoHayasbHOlt 
OKUBONMCH (HAN arena CHeBa, TOHOBEHHBIC NHKK), HKOHA 
coxpaHusia BCIO HeoTpa3HMyI0 NpenecTs ueneBpa mpesHe- 
pycckoit xuBorHcH, Cnopbi O TOM, Koro m3 JH Tpoutst 
uMen B BHay Py6nep B KaxXOM M3 Tpex aHrenoB, HMeIOT 
BTOPOCTeneHHOe 3HANeHHe JIA OHNMAHHs ero THOpYeCTBa, 
XyAO%KAMKA MHTepecoBaN He pasa Mexmy axrenamn, 
HO B Meppy!o o¥epenb Hx OOUTHOCTb, Apyx6a, Hepasmenb- 
HOCTB. 

Jiur.: H. Cpaéap», A. PyOnes. — «Bonpocss pecraspaunw, 
point. I, M., 1926, crp. 71; H. Hemuna, «Tpouna» Py6nexa, 
M., 1963; M. Aanamos, O 3nayeuun «Tponusr Py6nena. — 
«QTroybI HO HCTOPHH pyccKoro HcKyccrBa», T. 1, erp. 119— 
127; I’. Bsdopuos, Hopoorkpertas wxona «Tponus> 03 
Tpouue-Cepruesoit naspst x «Tpouna» Py6nesa. — C6. 
«Ipesuepycckoe ucxycctso», M., 1970, erp. 115—155. 


of the Trinity-Sergius Lavra. 

Early 15th century. 142 x 114. 

Tretyakov Gallery, Moscow. 

Despite the loss of some parts of the original painting 
(the cloak of the left-hand angel, and the faces, which have 
been touched up), the icon has preserved the irresistible 
charm of this masterpiece of early Russian painting. All 
arguments about which of the three persons of the Trinity 
Rublev depicted in each of the three angels are of secondary 
importance to an understanding of his work. The artists 
was interested not in the difference between the angels but, 
above all, in what brought them together—spiritual unity, 
friendship and indivisibility. 

Bibliog.: /. Grabar, A. Rublev, in “Voprosy restavratsii”, 
fascicle 1, Moscow, 1926, p. 71 (Russ.); N. Demina, Rublev’s 
Old Testament Trinity, Moscow, 1963 (Russ.); M. Alpa- 
toy, On the Significance of Rublev’s Old Testament Trinit) 
in “Studi vari diumanita in onore di Francesco Flora”, 
Milano, 1963, p. 825; G. Vzdornov, The Newly Revealed Old 
Testament Trinity Icon from the Trinity-Sergius Lavra and 
Rublev’s Old Testament Trinity, in “Drevnyerusskoye is- 
kusstvo”, Moscow, 1970, pp. 115-155 (Russ.). 
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SOroMATERD SHAMENIHE. 
'HPOPOK UEEKAWLT 
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THE PROPHETS DANIEL, 

BAVID AND SOLOMON 
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‘THE VIRGIN OF THE SIGN. 
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Vio, enone on. 905%385. 
“Sper, eens. 


‘THE DORMITION 
16th entry. Peto schol 90. 585. 
The Here, Lenard. 


LIAPCKHE BPATA 

Vis co6panus M1. Octpoyxopa. 

XV w. Hosroposickas ukoma. 138 x40. 
‘TpetbskoscKas ranepes, Mocksa. 


YY JO EOP O 3MME 

Vs uepxeu norocra HukonscKoro 

6n13 Pocrosa-Benuxoro. 

Hasano XVI B. PocroscKas mxosa, 115 x98. 
Tperbskonckaa ranepes, Mocksa. 

ConoctapneHHbie Ha pasBopoTe MKOHSI NOMKHbI WaT He- 
KOTOpoe mMpeyctasnenne o speBHepyccKoM MKoHOCTace 
(B Hero BxXO_HIH ele npazqHHM4HbIi M MpopoYecKuil, a 
WHOA H MpaotevecKHit apycbt). TUM NOMKHO B HeKOTO- 
poli crenenu KoppeKTupoBarics OMIMGOUHOe OGEIKHOReHHE 
PASBCIIMBATS HKOHBI B COBPEMCHHBIX XysOKCCTBCHHBIX MY- 
SAX KAK CTAHKOBbIC KAPTHHBI, OAHY NOoMAT oT jApyrolt 
B MpoHsBoNbHOM NopaKe. MKoHsI HencycHoro “HHA «nep- 
2KAJIM BCC OCTANBHBIC YaCTH HKOHOCTaca. HixKHuil apyc TaK 
HASbIBAEMBIX MCCTHBIX HKOH ObLT MeHee cTporo yropslo4eH, 
TAK KAK OH CO3/{ABAJICA He OHHIM MaCTepOM H He O”HOBpe- 
MeHHO (B Hauleli pekOHCTpyKUMH HapAny c HKOHOH XIV B. 
ectb w uKoHa XVI B.). Ho orcrynnenne or crporofi cum- 
MCTPHH HE Hapylao WeMOCTHOCTH BrieyaTeHHA, TEM Gonee 
4TO HapcKHe BpaTa NoAYepKHBALM cpenHIOW ocb. B uspect- 
HOM cMBbICHe BCe NpesIcTaBeHHbIe Wa MKOHAX durypst MpH- 
HAMaJIM yuacTHe B CBALeHHOelicTRMH, B MOsIeHHH (buryp 
encycHoro HHA. CYLIHOCTh HKOHOCTACA He TONbKO B HKO- 
Horpadu4ecroit nporpamMe, Ho 1 B OcOGOM TOHAMaHHH CBO- 
Gogst Hm HeOOXO_MMOCTH KOMNO3HLHH (B 9TOM ero OTAMHHE 
or Gonee craGunbubix nonMnTHxXoB — arapHBIx oGpa3z0B 
Vranmn). 

JIur.: H. Cneposcxuii, Crapunuvie pycckue uxonocracst, 
Cn6., 1893; JI. Bemun, OG apxutextypxoli Komno3HuMH 
APeBHEPYCCKMX BbICOKHX HKOHOCTacoB. — C6. «JIpesHepyc- 
ckoe ucxyccrBo», M., 1970, crp. 41—-56. 
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THE ROYAL DOORS 
From the I. Ostroukhoy collection. 
15th century. Novgorod school. 13840. 
Tretyakov Gallery, Moscow. 
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ST GEORGE AND THE DRAGON 


From the church of the pogost of Nikolskoye 

near Rostov the Great. 

Early 16th century. Rostov school. 115 x98. 

Tretyakov Gallery, Moscow. 

The icons reproduced on these two pages should give some 
idea of an early Russian iconostasis (which also included 
the Church Feasts, Prophets, and sometimes Patriarchs 
ranges). This fact should correct to a certain degree the 
mistaken custom of hanging icons as easel paintings are 
hung in modern art museum—one separated from the other 
and arranged in an arbitrary way. The icons of the Deesis 
Range “held” together all the other parts of the iconostasis. 
The bottom tier, the so-called Local Range was less strict 
in its order because the icons in it were not usually painted 
by the same master, and not even at the same time (our 
reconstruction includes, besides a 14th century icon, 
a 16th century one). But this deviation from strict sym- 
metry did not violate the integrity of the impression, 
especially as the Royal Doors stressed the centre axis of the 
iconostasis. In a certain way all the figures represented 
took part in divine service, joined the interceding figures 
in the Deesis Range. The meaning if the iconostasis lies not 
only in its iconographic programme but also in its special 
conception of freedom and compositional necessity (here 
it differs from the more stable polyptychs—the altar images 
of Italy). 

Bibliog.: N. Sperovsky, Old Russian Iconostases, St Pe- 
tersburg, 1893 (Russ.); L. Betin, About the Architectural 
Composition of Tall Iconostases of Early Russia, in “Drev- 
nyerusskoye iskusstvo”, Moscow, 1970, pp. 41-56 (Russ.). 


94—100 
ATMIOCTOJINETP. THE APOSTLE PETER. 
APXAHIEJI MMXAMJI. THE ARCHANGEL MICHAEL, 
BOTOMATEPb. THE VIRGIN. 
CIIAC HA IIPECTOJIE. THE SAVIOUR ENTHRONED. 
MOAHHIIPEATEYA. ST JOHN THE BAPTIST. 


APXAHYEJI PABPHMII. 
ATIOCTOSI MABESI 

XV B, Hoproponcxas ukona, 16059, 
cpesmmx 157 x 108, 

‘Tpersaxonckas ranepes, Mockpa. 


101—1 

AMOHKCHA 

APXAHYEJI MUXAUII. 
BOPOMATEPb. 

MOAHH IIPETEYA. 
ATIOCTONI MABEII. 
rPHOPHM BOrOCIOB 


Vis uepxeu Poxsectsa Boropoauust 

‘eparionTona Mouacrbips. 

Oxono 1502 r. 155 60. 

‘Tperbaxonckas ranepes, Mocksa 

ut Pyccxuii myseli, JTenmurpan (ra6x. 165). 

Vixonsi ssmonnamich JMonucuem 4 ero yexukamu. STuM, 
BHZNMO, OGBACHAeTCA HX HepaBHOUeHHOcTs. HauGonee mpe- 
kpacubt — crpoliiaa Boromareps, ruOxaa durypa Voama, 
Tpuropuit Borocnos 8 ero Genocuexuoit puse. Pazom 
¢ HUMH HoBroposCKHit 4HH MpOMTpEIBAeT. 

Jiar.: 9. Caupnoea, Kusonucs [pesueli Pycu (uaxonku 
x orxpsiraa), JI., 1970, ta6x. 24, crp. 10. 


THE ARCHANGEL 

GABRIEL. 

THE APOSTLE PAUL 

15th century. Novgorod school. 160 x 59, 
centre panel 157 x 108. 

Tretyakov Gallery, Moscow. 


04 165 
DIONYSIUS 
THE ARCHANGEL MICHAEL. 
THE VIRGIN. 
ST JOHN THE BAPTIST. 
THE APOSTLE PAUL. 
ST GREGORY THE THEOLOGIAN 
From the Church of the Nativity of the Virgin 
in the Ferapontov Monastery. 
c. 1502, 155 x60. 
Tretyakov Gallery, Moscow 
and Russian Museum, Leningrad (plate 165). 
The icons were painted by Dionysius and his pupils, and 
this explains the dissimilarity in their merits. The best are 
those depicting the slender Virgin, the supple figure of 
St John, and St Gregory the Theologian in his snow-white 
raiment. Beside this range the Novgorodian one is seen 
as inferior. 
Bibliog.: E. Smirnova, Painting of Early Rus (Finds and 
Discoveries), Leningrad, 1970, plate 21 p. 10 (Russ.). 
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‘THE ARCHANGEL. MICHAEL. 


From Kain 
Russian Museum, Leningrad 
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MONAMIECH HOBFOFOALL THE PRAYING NOVGORODIANS 
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THE NATIVITY oF CuRIST 
From te Otoko clean 
rst al 15h een 
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JIMMITPH COYHCKMM 

COKMTHEM 

Vis Hosropona. 

Hawano XV p. 111 x 86,5. 

Bpementio — Spmutaxx, Jlewmurpast. 

Dra HoBroposcKad BOMHCKAR HKOHa — aHanorua x coBpe- 
MenHOi ei uxoHe «Apxauren Muxanst c 2kHTHeMD> Apxa- 
Tesbckoro coGopa. Cp. clleHbt NoeAMHKa C KieliMom «Bops6a 
Viaxosa c aurestlom». Hoproposckas uxoHa Gosiee apxanuna. 
Pagom ¢ mlockocrabIMH ¢utrypamu (spone GenocHexHoro 
KOHA) B NeTBepTOM KuleliMe CBepxy cHpana mepenana OGEM- 
HOCTS KaMeHHoit rpoGHaubI (cp. ¢ «YenenHeno» XV B.). 
Siur.: B. Teopeueeckuit, Hoproponcknit myseit, — «Ceerusib- 
HK», 1915, Ne 9—12. 


1 
YCIEHME 


Hasaso XV s. HosroponcKaa wkona. 48 x 37. 

Pycckuit my3eit, Jlenmurpaa. 

Coxpamenneiit nepeson «Yenenns» (6e3 anocronos). Mxoua 
sMtUaeTcR 9THM «CO6OPHOCTH. 3aTO BRIMyKNO NepesaHet 
onemeHTapHbie cbopMbl — ropH30HTatb B purype yMepuieii, 
oGbemuocrs ee nox%Ka MW 3Hanuii. OurypKH Moana 1 Cre- 
bana (cp. c «Poxectsom XpHicTopsim>) BHOCAT B MKOHY 
Weprbl MONeHHIX OGpa3oB (cp. C HKOHOH «Daop, Maxon # 
Jlasp») w brTecHsoT w3 Hee peticrene. YacrH 3naHHit 10- 
MIMCaHbI NpH No3sAKeKWer pecraspauan, 
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CTPAIIHbIM CY, 

O6umit sua n bparmenr. 

Cepennua XV B. 

Hosroponckaa uixona. 162% 115. 

‘Tperpakonckas ranepes, Mocksa. 

Pyccknit BapHaxT TpaqHUMOHHOrO MKOHKOrpaduyeckoro THA 
w306paxennit. Menbinue ApamaTH3Ma, 4eM B BH3aHTHHCKHX 
MKOHAX Ha STY TeMy, 3aTO GoybUIe 3aHHMaTeNBHOCTH pac- 
cxasa. C bonbkropxolt HauBHocrbio npesicraBneHbt MoHaxK 
B palo C KPbUTBILIKAMM 3a MyiewaMH, Kak NpW3HAKAMM “aH- 
TesbCKOFO HHA). 


114 


BUTBA HOBrOPOALEB 

CCY3/AJIBLIAMK 

(yao or nKonst 

«<Suamenue). 

O6umit Bua H cparMent. 

Cepenuna XV B. 

Hosropoackas wikoma. 121 x 126. 

Hosropoucxuit ncropuko-apxutextypHBtit 
Myeit-sanonemuux, Hosropoa. 

HanGonee conepurennpiit Bapwant 43 psa HKOH Ha 9Ty TeMy 
(TpernsxoscKoit ranepen, Pycckoro y3ea u mp.). B ocHose 
9TOH BOHHCKOM MKOHDI JlexKAT HHAaA NOITHKA, YM B OCHOBE 
GonbUIMHCTBA EBAHTeNBCKHX K KATHIAEIX HKOH. M3pecTHOe 
CXOJICTBO C MHHMaTIOpaMH, WLOCTpallMaMH HCTOPHYeCKHX 
XPOHHK. 

Sut.: A. Anucumos, Irom 0 HOBroponcKoit UKOHONHCH. 
IL. Yyzo of uxowst Boroposuust, — «Coun», 1914, Ne 5, 
erp. 5—21, 
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ST DEMETRIUS OF THESSALONICA 
WITH SCENES FROM HIS LIFE 

From Novgorod. 

Early 15th century. 111 86.5. 

Temporarily in the Hermitage, Leningrad. 

This Novgorodian icon, one of those depicting warrior 
saints, is analogous to the contemporary icon of the Archan- 
gel Michael with Scenes from His Life from the Cathedral 
of the Archangel Michael in the Moscow Kremlin (cf. the 
scenes of the duel here and the border scene Jacob and the 
Angel). The Novgorodian icon is more archaic. Beside the 
two-dimensional figures (like the snow-white horse), the 
fourth border scene from top on the right-hand side conveys 
the volume of the stone sarcophagus (cf. the 15th century 
Dormition). 

Bibliog.: V. Georgievsky, Novgorod Museum, in “Svetil- 
nik”, 1915, No. 9-12 (Russ).. 


12 
THE DORMITION 
Early 15th century. Novgorod school. 48 37. 
Russian Museum, Leningrad. 
Ana bridged version of the Dormition (without the Apostles). 
The icon no longer has a “convocational” quality, instead 
the elementary forms are conveyed forthrightly: the hori- 
zontal line in the figure of the Virgin, the three-dimensio- 
nal nature of the couch and the buildings. The little figures 
of John and Stephen (cf. the Nativity of Christ) introduce 
certain features of vocational icons (cf. the icon of SS Florus, 
Jacob and Laurus) and eliminate all action from the icon. 
Parts of architectural details were painted during later 
restoration work. 
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THE LAST JUDGEMENT 
General view and detail. 

Mid-15th century. 

Novgorod school, 162 x 115. 

Tretyakov Gallery, Moscow. 

A Russian version of a traditional iconographic type. It has 
less dramatism than Byzantine icons on the same subject, 
but the story it tells has greater fascination. Monks in 
Paradise are represented with folklore naiveté and have 
little wings as a mark of the “angelic rank. 
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THE BATTLE OF THE NOVGORODIANS 

WITH THE SUZDALIANS 

(The Miracle Worked by the Icon 

of the Virgin of the Sign) 

General view and detail. 

Mid-15th century. 

Novgorod school. 121 x 126. 

Museum of Architecture 

and Ancient Monument, Novgorod. 

The finest version of the icons on the theme (Tretyakov 
Gallery, Russian Museum, etc.). Depicting military valour, 
it is based ona different set of poetic images from the majori- 
ty of icons on biblical subjects or those depicting lives of 
the saints. There is a certain similarity with miniatures, 
with illustrations of historical chronicles. 

Bibliog.: A. Anisimov, Essays on Noygorodian Icon Paint- 
ing. I. The Miracle Worked by the Icon of the Virgin, 
in “Sophia”, 1914, No, 5, pp. 5-21 (Russ.). 
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SMERANHE xPHICTA, 
[BATHE 10M, CTPARY. 

HECEHE KPECTA. 

see6opa ca. Cobar» Hostess. 


‘THE FLAGELLATION oF cust. 
TAKING OF CHRIST INTO CAPTIVITY. 
BEARING THE CROSS. 

THE CRUCIFIXION 

eo the Cathet ofS Sophia n Novena 
Le 15 eemry, 201 
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yq0 o@ nore TAREE 
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XV, Howton aon. 5. 
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SS FLORUS AND LAURUS 
Sth entry. Nowbwodoehot 672. 

Trebaow Galery, Mowe, 
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y0 0.10 H.TARPE 
XV. Hotropacras noms 37 
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EOP CTPATHJIAT ST THEODORE STRAILATES 
COKMTHEM WITH SCENES FROM HIS LIFE 


Cpeaunk 1 xneiimo: 

Cuatue Penopa co Kpecta 

wero HCLeseHHe aHTesIOM. 

Mis uepxsu Penopa Crpatunata 

B Hosropoze. 

Koney XV 8. Hoproporckaa mxosa. 180 x 135. 
Hosroposcknii ucropuKo-apxutextypHpiit 
my3eii-3anopemHuk, Hosropoa. 

@urypa cpemHHka W3SINHa, Kak BOHHBI POCnHCH UepKBH 
Poxyecrsa Boropoguust Pepanontosa Monactsipa JuoHu- 
Cust, HO MeHee 2xuBax, Ye cburypa neuero Teoprus. B xH- 
TuitHEIx KeiMaxX NOsBAKETCA HeKOTOpas CKOBAKHOCTS dbH- 
ryp. IBykpatHoe noptopenue Tex xe nepconaxelt B «Cus- 
‘THM CO Kpecta» nepegaeT pa3BuTHe AciicTBAA, 

Jur.: A. Anucumos TI. Mypamoe, Hosroponckaa uxoua 
cs. enopa Crpatunata, M., 1918. 


Centre panel and border scene: 

The Deposition of St Theodore 

and His Healing by the Angel. 

From the Church of St Theodore Stratilates 

in Novgorod. 

Late 15th century. Novgorod school. 180 x 135. 

Museum of Architecture 

and Ancient Monument, Novgorod. 

The figure in the centre panel is refined like the warriors 
in the wall painting by Dionysius in the Church of the 
Nativity of the Virgin in the Ferapontov Monastery, but 
it is not so lively as the figure of St George on Foot. There 
is a certain frigidity in the figures in the border scenes. 
The double representation of the same personages in the 
Deposition of St Theodore conveys the development of the 
scene. 

Bibliog.: A. Anisimov and P. Muratov, Novgorodian Icon 
of St Theodore Stratilates, Moscow, 1918 (Russ.). 
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HEBEPHE ®OMBbI 


Vis co6opa ce. Coun 8 Hosropone. 

Koneu XV s. 24 x 19. 

Hosroposckuit HcTOpuKO-apxHTeKTypHbIit 
myseii-sanoseanux, Hosropoa. 

Orn ABycropouHue coruiickue TabserkKu (Tak Ha3bIBaeMBIe 
CBATUbI) BAPTYO3HBI 10 CBOeMy HcHOHEHHIO, OnHako Bpay 
JIA MOXKHO CYHTATS HX «eGeAMHON NecHei>> HOBrOposCKoit 
MkoHONHCH. B HMX ecTb 9IeMeHT Ge3IH4HA H HexBaTaeT TOI 
HenlocpesicTBeHHOCTH BbIPAKeHMA, KOTOPaA cBolicTBeHHAa 
AYMUIM HOBrOposcKHM HKOHAaM XV B. 


Jlur.: O. Wulff und M. Alpatoff, Denkmiiler der Ikonen- 


THE INCREDULITY OF THOMAS 

From the Cathedral of St Sophia in Novgorod. 

Late 15th century. 2419. 

Museum of Architecture 

and Ancient Monument, Novgorod. 

These two-sided tablets from St Sophia's (the so-called 
Menology) are virtuoso in their execution. However, it 
would not be true to consider them the “swan song” of 
Novgorodian icon painting. There is a certain mediocrity, 
a lack of that spontaneity of expression characteristic of 
the best of 15th century Novgorodian icons. 


Bibliog.; O. Wulff und M. Alpatoff, Denkmiiler der Tko- 


malerei in kunstgeschichtlicher Folge. .., S. 172. nenmalerei in kunstgeschichtlicher Folge ..., S. 172. 
124 
BOCKPEMEHME JIA3APA = =THE RAISING OF LAZARUS 


XV bs. HosropoucKas iKosa (7). 72 * 60. 

Pyccknit my3eii, JIenmurpaa. 

Hecmorps Ha mponcxoxnenve uKkonbI 13 Kupwii0-Beno- 
3epcKOro MOHACTBIPA, CBAIAHHOTO C MocKBoli, HKOHA N10 CTH- 
JIMCTHYECKHM NpH3HaKkaM G6yKe K Hoproposy. 

Jlut.: 9. Caupuosa, Jive wxoutt 13 Kupwsto-Besto3epcKoro 
Moxactbipa. — «Coo6uenus Docynapcrsenxoro Pycckoro 
my3ea», boint. VII, JI., 1964, crp. 100. 


15th century. Novgorod school (2). 72 x 60. 
Russian Museum, Leningrad. 

Despite the provenance of the icon—the Kirillo-Belozersky 
Monastery which was connected with Moscow, the icon 
is closest to Novgorod stylistically. 

Bibliog.: E. Smirnova, Two Icons from the Kirillo-Belo- 
zersky Monastery, in “Soobshcheniya Gosudarstvennogo 
Russkogo Muzeya”, fascicle VIII, Leningrad, 1964, p. 100 
(Russ.). 
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TIAPACKEBA IIATHMLA ST PARASKEVA PYATNITSA 
CXKUTHEM WITH SCENES FROM HER LIFE 
parmenr. Detail. 


XIV—XV sp. IIckosckas uixoma. 150 x 118. 

Ucropmyeckntii my3eit, Mocksa. 

XapaxrepHiit acKoscKnit o6pa3 xKeHUIMHEI C TOHKOMI mepe- 
navel AyWeBHOrO BLIPAKeHHA B MHMUe. Abit MIA Cc 3070- 
TBIM ACCHCTOM TakxKe THIMYEH JIA TICKOBCKOM WKOIIBI. 
JIut.: M, Masaosa-Cuavsanckaa, Kutuitnaa ukona Tlapac- 
xeppt [Iatimupi c BocemHanuatbio KneliMamu. — C6. «{pes- 
nepycckoe uckyccrso. Xysoxectsennas kynbtypa TcKosa», 
M., 1968, crp. 127—138. 


14th-15th century. Pskov school, 150x118. 
History Museum, Moscow. 

A characteristic Pskovian image of a woman, with its 
delicately conveyed spirituality of features. The crimson 
cloak with gold hatching is typical of Pskov school. 
Bibliog.: M. Pavlova-Silvanskaya, The Icon of Paraskeva 
Pyatnitsa with Eighteenth Scenes from Her Life, in “Drev- 
nyerusskoye iskusstvo. Khudozhestvennaya kultura Psko- 
va”, Moscow, 1968, pp. 127-138 (Russ.). 
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‘erstoloy) ano he sid. The halo Rese a et 
| isl, whe the sid (onal that fale) becomes 
{Caymb Tetons as mh ow en ate to he 


128 


sone 

yen nae, leer 

(Cuno sneroane wouteene epee oH, 
Sere 
"pas nite mee Saharan Tp 


Russian Maneu, Lernerad. 

A rikingvolourate of he nmr ion whiheaa be 
‘ee rm ott he on eon (sl eet inthe 
‘Son of the Kahin alin of ase 
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OrHEHHOE RocKORAEHE 
TIBI IPOPOKA 
‘Meropea he, Moin, 


‘THE PROPHET ELUAH 
AND THE FIERY CHARIOT 
Higory Museum, Mogens. 
An tcc composiion. The “ppd ascnion” of te 
Propet ins heen In shi he icon dlrs ton the 
oy fer oes 
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APACKEBA ISTE, 

PurOPUR GOrOCTOR, 

ACTIN nesIAKIA 

is comm XIX Gn exo, 

Xapucrep anos su Sinpor¥ XIV a cuore 
‘ou7p = eXV A, 

Jae: A, Onur Ras, eso gener 
leon, M11 


PARASKEVA PYATNITSA, 

GREGORY THE THEDLOGIAN, 

ASIL-THE GREAT 

From 1h cnr chapel na Mor 

‘Thepumine atte faesisloei the Mth centr manners 
‘he tetment of th res lowe othe 8h sey 
iio: /4, Osean and N, Kishi) Paine of 
any PAY, Mono, 197 ls 40, $1 (Ma) 
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POMIIECTHO BOrOMATERHL 
‘Coane Kopin, Mose. 

tone nepenennn GrypNME HE STORED YAO 
Siner aeay emai nemaer etn Bee seamed 
‘yee woxpyr Xpwcra. OSveanwcro cues! coneeTayer 
‘recat nen es 

An Aamo, peepee wens inn 
fan Kops My 67 mp 36 


"THE NATIVITY OF THE VIRGIN 
WITH SELECTED SAINTS 

thst cetuy. Por shoal 147, 

"he Desi wh te Seize eanged rey ro wa 
‘he see The rain ues ae noua around the 
teclning ote of he Vii i ane sna 
‘how of he Derr round th gure of Ces The Pe 
‘lec thigh saturn erinontelpst nite te see. 
Bilop: % Anton Bary Risin Ar in the Pavel, 
Konin Colac, Masco a, 3-37 (Aut) 
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COMIECTBHE 

BO AX 

®parment. 

Ms Tponuxoro co6opa 8 Ocrpose. 

XV, ckopcxas mikosa. 156 x92. 

Pyccxuit my3eii, Jlenuurpan. 

Hanpaxennoe psipaxenne Hil u He nlepeGuBaemniil xon0s- 
HBIMH TOHAMH sipKO-abiH t1aut Est — xapaxtepubie veprbt 
NeKOBCKOMt LIKOMIEL. 

Jiur.: H. Hopiiupudos, K uctopun nicKoscKoit crauxopoit 
xuponucu. Mxona «Cousecrane Bo a> 13 Ocrpona. — C6. 
«[Ipesnepyccxoe uckycctno, Xysoxectwenas xKysIbTypa 
Ticxosa», erp. 109—113. 
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COBOP BOrOMATEPH 

OGumii Ban H bparment. 

Vis nepxsut Moxposa b Tcxone. 

Bropas nososuna XIV B. 

TIckosckas uikosta. 81 x 61. 

TperbaxoscKas ranepea, Mocksa. 

3HaveHve oTOM MKOHBI ele He pazramano. JMoHucHiicKoe 
uccTyMIeHHe XapakTepHO Jia TIckopa. OrcrynmeHua oT Ka- 
HOHOB — cmyrbie nonyoOuaxenubie Tena Bema Hu Tlyc- 
‘TBIAM, aHrenbi 6e3 KpbuTbeB, Popenne apKo-asioro (cp. ¢ HKO- 
amu «Apxauren Tappan», «Poxsecrso Boromarepr, 
«Coulecraue Br all»). 

Jlut.: A, Hexpacos, [pesuepyccroe w306pa3sntenbitoe weKyc- 
crso, M., 1937, crp. 180, 181. 


THE ANASTASIS 

(The descent into hell) 

Detail. 

From the Trinity Cathedral in Ostrov. 

15th century. Pskov school. 156 x 92. 

Russian Museum, Leningrad, 

The tense expression on the faces, and the bright crimson 
cloak of Eve, which is not broken by cold hues, are char- 
acteristic features of the Pskov school. 

Bibliog.: N. Porfiridov, On the History of Pskovian Panel 
Painting. The Descent Into Hell, Icon from Ostrov, in 
“Drevnyerusskoye iskusstvo. Khudozhestvennaya kultura 
Pskova”, pp. 109-113 (Russ.). 
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THE SYNAXIS OF THE VIRGIN 

General view and detail. 

From the Church of the Intercession in Pskov. 

Second half 14th century. 

Pskov school, 81x 61. 

Tretyakov Gallery, Moscow. 

The significance of this icon has still to be discovered. The 
Dionysiac frenzy is characteristic of Pskov. The deviations 
from the canons: the swarthy, half-naked bodies of the 
figures personifying the Earth and the Wilderness, and the 
angels without wings. There are patches of flaming crimson 
(cf. the icons of the Archangel Gabriel, the Nativity of the 
Virgin, the Anastasis). 

Bibliog.: A. Nekrasov, Early Russian Fine Art, Moscow, 
1937, pp. 180, 181 (Russ.). 
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POM ECTBO XPUCTOBO 

C 435PAHHBIMH CBATbIMM 

OGumit Bun H 4Ba cparmenta. 

Vis Toxposcxoit uepxsu 8 OnouKe 

Tickoscxolt 061. 

XV—XVI ss. [ckosckaa wkoma. 82 x73. 

Tickoscxnit HcTopHKko-xy1o%KecTBeHHBIN My3eit, 

Tickos (spemeHHo B Pycckom mysee), 

Muoro 2H3HeHHOCTH M HenocpeACTBeHHOCTH B XKEHILMHAX, 
YMbIBaIOWIMX MiaeHua, B NevanbHoM Mocutpe 4 B nactyxe, 
tTpyOsuem B por. Muryppt pas6pocaHbI 10 noBepxHocrH 
uxonbr, Tonydirypet caaTsix Hecopaamepnet dburypam cpere 
Haka, TeMHOTa Tropbl, BAHMO, JOJDKHa O3HavaTb Mpak 
Hou, Orctynnenne or HKOHOrpadu4eckHx KaHOHOB. Anre- 
MIbI, NorouNe cHaBy, — H306pereHHe Macrepa. MaenbKutt 
NMACTYMIOK «3aTecarcs» B ITOT HeHCyC, HO OrAALbIBACTCA Ha 
cBoero ToBapmutta. 

Jlur.: 9. Caupuosa, Kusonmch penne Pycn (waxonkw 
orkpsrrua), crp. 7, wut. 12—21, 


138 
TIOJIOXKEHME BO TPOB 
OGmuit Bux 1 hparmenr. 
Vis co6panna M. Octpoyxona. 
Kouen XV B. 91 X63. 
Tperpaxonckas ranepes, Mockpa. 


THE NATIVITY OF CHRIST 

WITH SELECTED SAINTS 

General view and two details. 

From the Church of the Intercession in Opochka, 

Pskov Region. 

1Sth-16th century. Pskov school. 82 x 73. 

Art Museum, Pskov (temporary 

in the Russian Museum). 

There is much that is life-like and spontaneous in the women. 
bathing the Child, in the sad-looking Joseph and the young 
shepherd blowing the horn, The figures are scattered over 
the surface of the icon. The half-length figures of saints are 
not in proportion with the figures of the main section, The 
dark colour of the mountain apparently signifies the dark- 
ness of night. The icon deviates from the iconographic ca- 
nons; the angels singing glory having been added by the 
painter. A shepherd boy has wormed himself into the Deesis 
but he turns round to look at his comrade. 

Bibliog.: E. Smirnova, Painting of Early Rus (Finds and 
Discoveries), p. 7, pls. 12-21 (Russ.). 


140 

THE ENTOMBMENT 

General view and detail. 

From the I. Ostroukhov collection. 
Late 15th century. 91x63. 
Tretyakov Gallery, Moscow. 
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COMECTBHE 

BOA 

Ms co6panus A. Mopososa. 

Koner XV B. 91 x 60. 

‘Tperbakopckas ranepes, Mockea. 

Caenenua 0 npoucxoxnenun ukon (Ta6z. 138, 140) u3 Kap- 
Tonos HexoctosepHEt. CxoxicrBo Topox B «IlonoxeHHH BO 
Tpo6» ¢ «IpeoGpaxenuem» TopsKonckoro my3es (H. Po- 
sanosa, Poctoso-Cysnambckas xuBonucs XII—XVI wexos, 
M., 1970, ra6x. 86) Henoctarouno Ans oTHeceHMA MKOH 
K HiKeroponcKoit mxone. Ilo usety Gru3sKH HoBroponcKue 


THE ANASTASIS 

(The descent into hell) 

From the A. Morozov collection. 

Late 15th century. 91 x60. 

Tretyakov Gallery, Moscow. 

The information which points to Kargopol as the prove~ 
nance of the icons (pls. 139, 140) is dubious. The similarity 
between the hilly landscape in the Entombment and the 
7 msfiguration in the Museum in Gorky (N. Rosanova, 
Rostov-Suzdal Painting in the 12th-16th Centuries, Mos- 
cow, 1970, pl. 86) is not sufficient to enable the icons to be 


123° MkoHBI, He CBaTUBI (cp. ¢ HKOHOM «Hesepne Pomsp), a ne- ascribed to the Nizhny Novgorod school. The closest 
121 umit Teoprnit, «Comecrsve Bo az, BAXHMO, Apyroro, Me- Novgorod icons are not those of the Menology (cf. the icon 
Hee onapenHoro Mactepa. «ITomoxexne Bo rpo6» He yery- of the Incredulity of Thomas), but that of St George on Foot. 
Maer m3pectHoit bpecke Ha Ty xe Temy Ixotro, The Anastasis is apparently by a different and less gifted 
painter. The Entombment is not inferior to the well-known 
fresco on the same theme by Giotto. 
141 
BOTOMATEPb IIETPOBCKAA THE PETROVSKAYA VIRGIN 
Vis co6panus C. Pa6yunmicxoro. From the S. Ryabushinsky collection. 
XIV. 23x17. 14th century. 23 x 17. 
‘TperbaxoscKas ranepes, Mocksa. ‘Tretyakov Gallery, Moscow. 
142 
WAPCKHE BPATA THE ROYAL DOORS 
®parment: Boromatepp 43 «Braropemenus». Detail: the Virgin from the Annunciation, 
Ms cena Vsuucxoro 6103 Kanunwna. From the village of Ilyinskoye near Kalinin. 
XV—XVI ss. 4028, 15th-16th century. 40 x 28. 
Myseii mpesnepyccxoro uckycersa Andrei Rublev Museum 
umenu Annpes Py6nesa, Mocksa, of Early Russian Art, Moscow. 
O6e HKkoHEI OTHOCHT K TBepcKO KONE. Kak H cesepHEIe Both icons are ascribed to Tver school. Like the Northern. 
MKOHBI, 9TO MPOBHHUMANbHbIe paSoTsI, HO C MpHMeHeHHem icons, these are by provincial painters—but they use the 
Penkoro upeta — rony6ua. Boromarepp neo6pmina cpoum — rare golubets blue. The Virgin is unusual in that she regards 
O6paileHHbIM K 3puTemo Barnagom. B «Baaroseuenuw» — the viewer directly. The Annunciation shows some throw- 
OTronockH ManeonoroncKoit npocrpancTBeHHOi apxuteKty- back to Paleologue spatial architecture. The figure of Mary 
pot. Ourypa Mapan c npswxelt He smuieHa H3sttectBa. with a strand of wool in her hand is not devoid of finesse, 
143 
JOP, JIABP, BIIACHM += SS FLORUS, LAURUS, BLAISE 
MMOECT AND MODESTE 
XV s. Hosropozckaa mxona. 64x40, 15th century. Novgorod school. 6440. 
Pycckuii my3eli, Jlenmurpan, Russian Museum, Leningrad: 
Ecnu kynbr noxpoputeneit ckoTa BocxoguT K aHTH4HoctH, Though the cult of the patron saints of animals goes back 
‘TO B MCKyCcTBe TO He HaxogMT ceGe MpaMoro BLIpaxerHuA, to antiquity, there is hardly any direct expression of the 
Oru paSorsi Mrs BOIHHKHYTS B OKpecTHBIX depepHsX Hop- fact in art. Such paintings could have appeared in the 
120 ropoga, orcioza Hx apxan3m. Bropas wkona gaet BosMox- villages neighbouring on Novgorod, hence their archaic 


HOCTS MpenctapuTs cebe mpouiecc BIpAGOTKH «KsaccHHe- 
cKoro Tula» HKOHEI 0 @sope 1 Jape. 


Siur.: 9. Caupnoea, Kusonnce OGonexsa XIV—XVII we., 


features. The second icon gives us a chance to picture the 
process by which the “classical type” of icons of S'S Florus 
and Laurus emerged. 


crp. 75, Bibliog.: E. Smirnova, 14th-17th Century Painting of the 
Lake Onega Area, p. 75 (Russ.). 
144 
4Y]0 O ®JIOPEM JIABPE, SS FLORUS AND LAURUS, 
BJIACHM, CIIMPHIOHMM = BLAISE, SPIRIDONIUS 
®parment. Detail. 


Vis nepeni Tanuanust. 
XV—nawano XVI B. 67% 50,7. 
Pyccxuit myself, Jlenmurpas. 


From the village of Tipinitsa. 
15th-early 16th century. 67 x 50.7. 
Russian Museum, Leningrad. 
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HMKOJIA 3APAMCKH 
CKUTHEM 
Kueiimo: Poxzenue Huxonbt. 


Vs Teopruesckoii uepKen 

Tepe6yxckoro morocra 61H3 Hosoi JIanoru. 

XIV—XV sp. 12977. 

Pyccxuit myself, Jlenmarpag, 

Vxona-npumutus (6bITh MOxeT, pocTOBO-cy3fasbcKOrO 
npoucxoxnenus). Kpacussit cuyat nexkawell xeHumHbt, 
TOHKMe OTHOWIeHUA KpacHoro. CxomHbIi MoTHB BolizeT 
nosquee B vcKyccTBO JIuonucua (cp. c HKOHOH «AmeKcHit 

151 Murponosur c xuTHeM»), yrpaTHs Nps 9TOM nepBoHayas- 


ST NICHOLAS OF ZARAISK 

WITH SCENES FROM HIS LIFE 

Border scene: The Nativity of Nicholas. 

From the Church of St George, 

pogost of Terebuga near Novaya Ladoga. 

14th-15th century. 129 x77. 

Russian Museum, Leningrad. 

A primitive (possibly of Rostov-Suzdal provenance). 
A beautiful silhouette of the reclining woman, and delicate 
relationships of reds. A similar motif was later to be 
incorporated in the work of Dionysius (cf. the icon of 
St Alexius, Metropolitan of Moscow, with Scenes from 
His Life), after losing its original lapidary quality. 


Hyt0 anMmapHocrs. — Bibliog.: E. Smirnova, 14th-17th Century Painting of the 
Jiur.: 9. Caupnosa, Kusonnch OGonexba XIV-XVI w., Lake Onega Area, pls. 8, 9. 
puc. 8,9. 
146 
MOAHH3IATOYCT ST JOHN CHRYSOSTOM 


Vis Apxanrenpckoit 06:1. 

XVI b. 68,5 x 49,5. 

Apxanrespcknit My3eit 

w306pa3znTesbnx ucKyccrs, Apxanrenbcx. 

CubHo nonosnen nepsonayansusiit Kpacusiit ox. Apxa- 

9M 9TOH MKOHBI XVI B. B AYXe paHHeHOBrOposCKOll WKOMI 

37 (cp. c HkoHo# «nbs Fpopox»). 


From the Arkhangelsk Region. 

16th century, 68.5 x 49.5. 

Museum of Fine Arts, 

Arkhangelsk. 

Much of the original red background has been restored, The 
archaism of this 16th century icon is quite in the spirit of the 
early Novgorod school (cf. the icon of the Prophet Elijah). 
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HMKOJIA OMJIEYHBIM, JEMCYC 

VM W36PAHHBIE CBATBIE 

HA TIOJIAX 

Vs Bapsapiuckoit vaconun 2epesun Ecuno 
Meapexxberopcxoro paiiona. 

XVI B. 87x62. 

Pycckuit myseit, Jlenmurpas. 

Mkonorpadus, npvembt MMcbMa 1 KOJOpHT HyT 13 HOBrO- 
poncKoit ukom1, Topsnuentas XeKopaTHBHOCTS, KaK B103/1- 
neliumx pocnucax npssiox. Kpacuntii hou cpeanuxa npupap- 
HMBACTCA K KPACHBIM ONEKIAM Ha TOA. 


Jinr.: 9. Caupnosa, Kusornce OGowexa XIV-XVIL wp., 


ST NICHOLAS (HEAD AND SHOULDERS), 

THE DEESIS AND SELECTED 

SAINTS ON THE MARGINS 

From the Chapel of St Barbara in the village of Yesino, 
Medvezhya Gora District. 

16th century. 87 x 62. 

Russian Museum, Leningrad. 

The iconography, the technique of the painting and the 
colour range are derived from Novgorod school. The 
heightened decorativeness is similar to that of later distaffs 
with painted ornamentation. The, red background of the 
centre panel balances the red clothes of the figures on the 


erp. 77, margins. 
Bibliog.: E. Smirnova, 14th-17th Century Painting of the 
Lake Onega Arca, p. 77. 
148 
UY IO O PJIOPEM JIABPE SS FLORUS AND LAURUS 


XVILB. 95,5 x 72,5. 

My3eii w306pa3uTesbHoro: 

WMIpuxnanuoro ucxyccrsa, CMoneHnck. 

Tlapahpasa HosropocKoit uxoHbt XV B. Pa6ota nposan- 
uMasIbHOro Macrepa ycTynaer paSore cronmuHoro MacTepa. 
Bone cramm3onannas rapadpaza Toro xe NPOTOTHNa B MKO- 
ne 13 Apxalirenbcxoit o6s1actu («/Ipesnepycckoe HcKyccTBO, 
Mrorn oxcneqnunit Mysees PCCP no ppiapnenmto u coOn- 
PpaHHio nponspemeHnit ApesHepycckoro ucKyccTBa. Kata- 
nor», JI.—M., 1966, erp. 50, puc. 25). 
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17th century. 95.5 x 72.5. 

Museum of Fine 

and Applied Arts, Smolensk. 

This is a version of the 15th century Novgorod icon. The 
work of the provincial master is inferior to that of the 
master in the metropolis. A more stylised version of the 
same prototype is found in the icon from the Arkhangelsk 
Region (“Early Russian Art. Results of Expeditions of 
Museums of the Russian Federation for the Discovery and 
Collection of Works of Early Russian Art. Catalogue”, 
Leningrad-Moscow, 1966, p. 50, plate 25—Russ.). 
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WUJibA MPOPOK 

Vis nepesn Kedremmusr 

Kapenscxott ACCP. 

XVI. Cenepusie nucema. 15x 12. 

Pycckuit Myseit, Jlenmarpan. 

B roi nosuHett ukoHe coxpauseTca apxamuecKas mupamu- 
nanpuas cxema. Kpacku rayxne, Ho rapMonmunie. Cp. c HKO- 
Hoi Toro 2%xe Mactepa «CoulecTBHe BO al c H36paHHEIMH 
cBaTBIMu> #3 ApxaHrestbcKoro My3es H300pa3HTENBHBIX HC- 
xyccrs (C. Asuyuxos, Mpesuepycckan xuBonnce. Hopsie oT- 
xpsitns, Ta6s. 45, 46). 


THE PROPHET ELIJAH 

From the village of Keftenitsy, 

the Karelian Autonomous Republic. 

16th century. Northern icon. 15 x 12. 

Russian Museum, Leningrad. 

This later icon preserves the archaic pyramidal arrange- 
ment. The colours are of low brilliance but are harmonious. 
Cf. the icon by the same master, the Descent Into Hell with 
Selected Saints from the Museum of Fine Arts in Arkhan- 
gelsk (S. Yamshchikov, Early Russian Painting. New Disco- 
veries, pls. 45, 46—Russ.).. 
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PxCTISTHE 

Frnt mex Spee 

Ms Tromoro cons 

Massom-ofaaporro wowace, 

‘Oran 19018552 

‘nm ws esemospycke moe. HS ce ease 
tts yen paca peng ye 
‘Siomeunme myn seSerameresepcorot pena Fs 
Tote nye 240 aGnew. ln sacar an0err 
teary spocrucrienst oiyouryparaeses,epe 
I: Alon, Viereetaton de ones ust, — 
UInfemadonHimowe et Ars, BEE N4,ep 1511, 
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MECTORNES 

ut drs. 

conan 1. erence. 

Orore LN a 

‘Treroncan rete, Mose 

nx Sn coterorea ere pec Se 
pcoutecrn Sears a opsasa spinors 9 
Seon hoor rpm, moepNoris HMO A, 
oconeoe pmwonswe sued SeOUaoT ne HOS 
ice sear 


ST ALEXTUS, METROFOLITAN OF MOSCOW, 

The firth of fre, 

The Discovery ofthe Rema. 

{nd The Mite Worked Over the Desc oe 

From the Daemon Cathe ofthe Moscow Kremlin 

{ae 13M cepy 1182, 

Treaty Galles, Mos 

Dione worked out te snes fom ee of Alexie 
‘on the Das of ele con punting te len oS 
haar wich Sees fom His Lif) The aa of ie 
Maopatian is olen, malsie and withdrawn I te 
‘ovr sere ei depicted a dining oe a8 
tne ta se, ng pecfly nthe cam. The atti 

{tral dea serve ata scampi, Inia ne 
1ibiog: ¥. ain Ta Tens of the 15 Century Nove 
tod Schoo, 81 Pr and Alecia, Meeps oF 
“Mosc, in “Sith, 1914, No. pp. 2730 (Ras) 

1 Danio, Lies of Pour and Aleta, rom te Doc 
ton Cates fhe Afecow Kremlin in "ray Ota 
revperisiko eaury Inte rakes Herainy AN 
[SSSR vo NI, Moscow Leninarts 168 (Rat) 
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THE CRUCIFIXION 

enera view and dtl 

om ite Tiny Chea 

OF te PavoObnry Monsey 

tse. 

Trebor Caley, Morse 

‘A muserpece of Russa icon pining. From x sie of 
‘Sn tio Ciena 
the tet ofthe ape, and the Cros sf Golo 
Serves ata enon, The wo dfeng ses inode 
{Spit Guay int he eo, The baler es 
frac, of the Chuch ante Sagogs set oa 
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‘THE HEXAMERON. 

Gener ve 408 es, 

From ths 1 Ook sllctn, 

Trethov Galery, Moscow. 

Sie Church Feat rprsot he x ye th week, The 
ficheow ie mown, spoalpic rie Here the 
loners of jojo eourtubne and when, 2g of 
Soitaaliy, te united. The elles and decry of 
flours, the “conection” feature of te compen, 
th lal balase betwen the pare veto 
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ATIOKAJIMIICUC 

Oui sux u tp bparmenra, 

Oxoxo 1500 r. Mockonexas unkoma. 185 x 152. 

YenencKuit co6op Mockoscxoro Kpemuts. 

B orom cosiannn GessIMsHHoro conpemenHuKa TWoHUCHs 
— Kpemaenckoro mactepa Texer Antokauncuca ueTomKo- 
Bal KAK BOTMIOMeHHe CBeTABIX YasHHit YesIoReHecTBa (HAeH, 
oTuacTH CONpAKacatomtasica ¢ TaK Ha3bIBaeMoii epecbIo 
okumoBcTByroutMx). Hencromumas barrasua Mactepa, pat 
MHMHOCTS KOMMOSHIMIE, CBETO3APHOCTh KOsIOPHTA, HAKOHEL, 
MPOHWKHOBEHHOe TOHMMaHHe aHTHMHO! KuaccHKH (BH Nps 
Moi 3aBcuMocrH or MranHA, HO CxOuHbIM O6pasom — 
cp. (parent uxonbt ¢ KapTHHOlt Taom0 Yuesno) — nce 
3TO JeNAeT HKOHY OCHOROMOAOKHBIM NAMATAHKOM 3T10xK, 
kak (bepartonrouckue pocnucn Auonncns. 

June: M, Aanamoe, Tlamauuk apesnepycexoit 2xuBonuct 
XV s., M., 1964; M. Aanamos, Pycckan xxMBOTWICe KONA 
XV neki m antauHoe HacienHe B HeKyccrne Expomt. — 
«QtHoMI Ho HeTOpUH PyceKoro HeKyceTBA, T. 1, Crp. 175— 


THE APOCALYPSE 

General view and three details. 

¢. 1500. Moscow school. 185 x 152. 

The Dormition Cathedral of the Moscow Kremlin. 

In this work by an anonymous contemporary of Dionysius 
—known as the Kremlin Master—the text of the Apocalypse 
is interpreted as embodying the glorious hopes of mankind 
(an idea bordering in some respects on the so-called heresy 
of Judaism). The inexhaustible imagination of the painter, 
the rhythmical composition, the radiant colours and, finally, 
the sensitive understanding of classical antiquity (not 
directly connected with Italy, but in a similar manner—cf. 
the detail from the icon with the picture by Paolo Uccello)— 
all this makes this icon a fundamental relic of the epoch 
in the same way as the frescoes of Dionysius in the Ferapon- 
tov Monastery. 

Bibliog.: M. Alpatoy, Il Maestro di Cremlino, Milano, 1963; 
M. Alpatov, Die “Apokalipse” des Moskauer Kremls und 
das antike Erbin der europiischen Kunst in “Jabrbuch 


187. der dsterreichischen byzantinischen Gesellschaft”, 1962/63, 
XI-XI, S. 211-227. 
163 
«O TEBE PAXYETC» “IN THEE REJOICETH” 


Oxoxo 1500 r. 200 x 158. 

Yenencknit co6op Mockosckoro Kpemas. 

Xors HKOHA HaxosMTCA TAM, re paGoran JtMonucHii c yue~ 
HAMM Ht TOMOILHAKAMH, OHA AANbUIe OT MpousBeneHHit 
camoro Mactepa, vem kona «llecronHen», KoTopaa mpo- 
ucxouuT 43 Bonoratt. Mxona Yenexckoro co6opa crporo 
KAHOHM4HA 10 HKOHOTpaduH. DurypEt TecHO 3anlOTAAIOT ee 
MOCKOCTh, HeT cBOGOMHOTO, rMGKOrO puTMa. KpackH mI0T- 
HBIe H TspKeNbIe. BMecte c Tem ona GrwKe K TpanANMAM 
Ziwonncns, sem wKoHa Ha Ty xe Temy u3 [[Murpoa B Tpe- 
ThAKOBCKOM ranepee. 

Jiur.: I. Danilova, Dionisi, Dresden, 1969, S. 60—62. 


c. 1500. 200 x 158, 

The Dormition Cathedral of the Moscow Kremlin. 
Although this icon remains in the place where Dionysius 
used to work with his pupils and assistants, it is further 
removed in manner from the works of the master himself 
than the icon of the Hexameron of Vologda provenance. 
The icon from the Dormition Cathedral is strictly canonical 
in the iconographic sense. Figures crowd its surface, there 
is no flexible, free rhythm, and colours are thick and heavy. 
At the same time it is closer to the traditions of Dionysius 
than the icon on the same subject from Dmitrov in the 
Tretyakov Gallery. 

Bibliog.: /. Danilova, Dionisi, Dresden, 1969, S. 60-62. 
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WIKOJIA JMOHMCHA = SCHOOL OF DIONYSIUS. 
YBEPEHME ®OMBI THE INCREDULITY OF THOMAS 


Vi co6panus A. Moposona. 
Oxoxo 1500 r. 100 x 82. 

Tperbakosckas ranepes, Mocksa. 

Tpaquunonnas HKOHOrpadus (cp. C HOBrOpOsCKO HKOHOM 
«Hesepue Domsm) 8 ucromkosanma Macrepa uKostt JIKo- 
HucHit IpHoOpena ocoGoe ovaposanme. B swnexuu Xpucta 
cpemm arloctonos rapMonus, Kak 8 spnennn Tponust. Ho 
B «YpepeHHi» rocnouctByet He TomyGell, a KHHOBapB, ee 
OTTeHACT TEMHO-3eNeHbIit, C Hei FapMOHHpyeT 30NOTHCTEIM 
‘TOH Bceit raMMBI. 


From the A. Morozov collection. 

c. 1500, 100 x 82. 

Tretyakov Gallery, Moscow. 

The traditional iconography (ef. the Novgorodian Incre- 
dulity of Thomas icon) has, in the interpretation of this 
master of the Dionysius school, acquired a charm of its own. 
In the apparition of Christ there is harmony among the 
Apostles just as in the apparition of the Trinity. But in the 
Incredulity of Thomas it is the cinnabar and not the golubets 
blue that is the strongest; it is contrasted to dark green and 
harmonised with the golden tone of the entire gamut of 
colours. 
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TIAPACKEBA IIATHMLA ST PARASKEVA PYATNITSA 
XVI s. Hosroponckas ukona. 28X21. 16th century. Novgorod school. 28 x 21. 
Pyccxuii myseit, JTenmurpan. Russian Musem, Leningrad. 


Her ocuopanuit cantare, 110, Mossc Tapacxene, Hosropo- 
eu nyMast o GmpKaiiuem 6a3apHom sane. Tlapackesa B HKO- 
Hax Gbila O6pa30M BOSBEICHHOM 2KCHCTBeHHOCTH, Uer0- 
MYADHA, MOABHKHHYECTBA. 

Jlur.: B. JTazapes, Vicxycctso Hosropona, M., 1947, crp. 
109; K. Onasch, Paraskeva-Studien. — «Ostkirchliche Stu- 
dien», Bd VI, Wiirzburg, 1957. 


There are no grounds for thinking that as he prayed to 
St Paraskeva a Novgorodian had only the next market 
day in mind. St Paraskeva as depicted in icons was the 
image of lofty feminity, chastity and piety. 

Bibliog.: V. Lazarev, The Art of Novgorod, Moscow, 1947, 
p. 109 (Russ.); K. Onasch, Paraskeva-Studien, in “Ost- 
kirchliche Studien”, Bd VI, Wiirzburg, 1957. 
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Geerl Yew and eee 
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Bibtion:4. Nera, On Forshortening in Ely Rosin 
Puig, "Traty Otdenjaestvmarya RANION”, 
Flo, Mosca 126 Pst. 
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MOAHH BOrOCJIOB 

CKMTHEM 

Kaeiima: Powana a Moann, 

Vs6nenne Moanna. 

Ms Boaoroacxoit o6siactu. 

Hawano XVI 8. Mockosckas wxoza. 130 x 104. 
Bonoroacknit kpacreneckuit my3eli, Bonoraa. 

Bps 1H MoxkHO OTHOCHTE HKOHY B UKE JMOHHCHA 1 BH- 
ner B Heli weprbt worcHesa no¥epKa. paMaTH3m He MIpH- 
cyt npossnenennam Jnonncus. Kpack — HocutesH 9TH- 
weckux uennocteit. Kuwosapb nepenaer akTHBHoe Hayao, 
HeKHO-TonyObIe H 3eeHbIe TOHA — BbIPAxKcHHe AYWIeBHOH 
aHcTOTEL. 

Slur: P. Honoa, Unmocrpaunn «Xoxnenus Moanta Boro- 
cslopa» B MHHMATIOpe H CTaHKOBO! AMBONHCH KOHUA XV B.— 
«Tpyabt Oraena spesnepyccko smtepatypst Mucraryta 
pycckoit smrepatypst AH CCCP», 1. XXII, M.—IL., 1966, 
erp. 208—221. 
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METP WM TIABEJI 
CoKMTHEM 

OSutit Bie # xneitmo: Taper Ha Mope. 

M3 Hosropoxa. 

XVI p. Hoproponckas mkoma. 162 119. 

Honroposcksit HeTopHKo-apxuTeKtypHbtlt 
my3eli-sanonestunk, Hosropoa. 

B pacunerke knelim, ocoGeHHo B KieHiMe Hat TOOBAMH ano- 
croson, auana 3aGora 0 pasHovechH UseTORHIX naTeH. B oT- 
sIMMMe OT CpeAHEPyCCKHX HKOH (Cp. ¢ HKOHOH «MoaHH Boro- 
CHOB ¢ X%KHTHEM>) KpackH TIOTHBIe, TycKAbIe. XapakTepHbl 
OTAEAbHBIE %KAHPOBbIE MOTHBLI, COMPKATS CTH MKOHBI 
¢ HOBrOpOACKHMH TaGneTKAMH HeT OCHOBaHHi, Dro namat- 
HUKH pa3MM4HbIX INOX. 


Slur.: K. Onasch, Ukonen, Berlin, s.a. S. 57. 
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ST JOHN THE THEOLOGIAN 
WITH SCENES FROM HIS LIFE 
Details: Romana and St John, 

The Flagellation of St John. 

From Vologda Region. 

Early 16th century. Moscow school. 130 x 104. 

Museum of Local Studies, Vologda. 

It is hardly possible to ascribe the icon to the school of 
Dionysius or see in it features of Dionysius’ hand, Drama- 
tism was not a characteristic of Dionysius’ work. Here 
colours convey ethical values—cinnabar the active principle, 
pastel blues and greens spiritual puri 


Bibliog.: G. Popov, Illustrations to “The Travels of St John 
the Theologian” in Late 15th Century Miniature and Panel 
Painting, in “Trudy Otdela drevnyerusskoi literatury In- 
stituta russkoi literatury AN SSSR", vol. XXII, Moscow- 
Leningrad, 1966, pp. 208-221 (Russ.). 
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SS PETER AND PAUL 

WITH SCENES FROM THEIR LIVES 

General view and border scene: St Paul at Sea. 

From Novgorod. 

16th century. Novgorod school. 162 «119. 

Museum of Architecture 

and Ancient Monument, Novgorod. 

The colouring of the border scenes, especially the upper 
part over the heads of the Apostles, shows a concern for 
the balance of colour patches. Unlike the central Russian 
icons (cf. the icon of St John the Theologian with Scenes 
from His Life) the colours are of high saturation and low 
ance. The occasional use of genre motifs is character- 
istic. There is no basis for considering the style of the icons 
close to that of Novgorodian tablets. These are relics of 
different trends of the Novgorod school. 


Bibliog.: K. Onasch, Ikonen, Berlin, s.a., S. 57. 
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HUKOJIA 3APAMCKMA 

CoKMTHEM 

Kaeiimo: Hukona usronser Geca. 

Vis J[murposa. 

Haxasio XVI p. 12299. 

Myseii apesrepyccxoro ncKyccrBa 

umen Anapes Py6nena, Mockea. 

B OTMW4Me OT MHOTHX JpyrHX HKOH 9TOTO BpeMeH, sy4e- 
SapHbIx NO UBeTY, B TOM MOGexKAAeT KOHTPACT CBETIOTO H 
4epHoro. 

JIwr.: (4. Heanosal, Myselt apesxepyccxoro ckyccraa 
umenn Auspes Py6uena, ta6s. 42—48. 


ST NICHOLAS OF ZARAISK 

WITH SCENES FROM HIS LIFE 

Border scene: Nicholas Exorcizes the Devil. 

From Dmitrov. 

Early 16th century. 12299. 

Andrei Rublev Museum 

of Early Russian Art, Moscow. 

Unlike many other icons of the same period, which are 
radiant in colour, here a contrast of light and black 
predominates. 

2.: (1. Ivanova], Andrei Rubley Museum of Early 
Russian Art, pls. 42-48 (Russ.). 


180 
MOAHH BOrOCHIOB ST JOHN THE THEOLOGIAN 
CKMTMEM WITH SCENES FROM HIS LIFE 
Kneiimo: Pa6otusie moau konator semi. —_ Border scene: Labourers Digging the Earth. 
Vs Cysnana, From Suzdal. 
XVI B. 135x86. 16th century. 135 x 86. 
Cysnansckuit weropaxo-xynoxecraeHibili myeft, Art History Museum, 
Cysnan. Suzdal. 


Munwatiopuocts mucbma — npusuax XVI B. 
Jlur.: P, Tonos, Vaumocrpaunu «Xoxneuus Moanna Boro- 
co10Ba» B MmAaTIOpe H CTaHKOnOH KUBOTICH KOHUA XV B.— 
«pyner Ornesa mpesnepycckoit mmrepatypst Mucratyta 
pycckoit mutepatypsr AH CCCP», r. XXII, erp. 208—221. 


The minute style of painting is a sign of the 16th century. 
Bibliog.: G. Popov, Illustration to “The Travels of St John 
the Theologian” in Late 15th Century Miniature and Panel 
Painting, in “Trudy Otdela drevnyerusskoi literatury Insti- 
tuta russkoi literatury AN SSSR”, vol. XXII, pp. 208-221. 
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APACKENA TITTIIMWA ST PARASKEVA PYATNITSA 


XV11. Poroso-ssamn ms, 7S 
‘Bpeansoaus wove, Buguieeneoekocomee cana, 

Tepe mens opacetn> ape XV 
es He og, Ryka koe, Ses, 196, S136, 


Tet entry. Renton Sen sho. 67 
National Meum, Stok. 

2 pnd ion, ih exes esau combination, The 
fats lon of the fondness or patern tacery are 
‘rine of eh et es 

biog 1 Aflem, Rank owen, Stokshoim, 1956S, 


183 


‘BMEAAME Yo XPAN 


‘ewe onus pvOSNRRNA ep ONO 
Monae, Eran Toots trees eee sino 


"HE PRESENTATION IN THE TEMPLE 
ower sea: Preer about the Gross 

From the A, Moroso sleson 

1 cantar. Norpro schol 116102 

‘Trevekor Gale, Moson 

Here helo he same puiy ar arity of frm as 
Jn lhesntr con wih ssner rom he ves et The 
{he praying High Prt (te len of 8 Hand, Bora 
Gab wth Sone th Linea SS Baan Ge). 


184 


Koma coxUTHEM, 
‘eres mero 

Trew aie oe 

Xvi 130112 

Map apeamencroro onsen 

ost Ape Panes, Moa. 

sons Gm tune soopesa sa 
‘upvc Tost, 


SST NICHOLAS WITH SCENES FROM HIS LIFE 
Borer see: St Neola Appears 

ie the Troe Men de Dargo, 

oth cen. 150%112 

Ande Re Mose 

st Eaty Rattan Art Mosc. 

‘The eon loner wo she rads of he Norgrod shoot 
(Gh the oon of 55 Ptr od Pal wih Sm fo Tait 
ie) and fa for he dane ofthe af Dye 


185 


[BAIIEHNE MOASILA TECTOUEGIKA 

open sav, 

‘Tepes novos XVI 

Hosroporeas mom 68,34, 

yee pel, lems 

cre onan Buseaue Hares eller 0 ene 
"spans ova mo Gt X uve serps Mi 
{pur Hauanrenuocrs somctaoareace cor 
tps sine muperemnorrn ror oro 
Sirs Me mi, Bebe serps soem, FI 
My 195508.20, 
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CMMEOH IIPABE/IHBIM 

Ms co6panus M1. Octpoyxona. 

Cepenuna XVI p. 31x24. 

Tperbaxonckas ranepes, Mocksa. 

O6pa3 crapua c xapaktepHolt suIt XVI B. ncHxonorwiecKolt 
CHOXHOCTHIO BEIPAXKEHHA JHlla H YepTaMH MYAPOCTH H cuep- 
2KaHHOCTH BO B3Ope. Boxee BsnonHOBaHHBI OOpas CumeoHa 
B APyrWX HKOHAaX 3TOFO BPCMCHH BbITIARHT BbIXBAaYCHHBIM 
¥3 clieHbt «Cperexus». Bpait JIM HKOHEI OTPaxaroT B THUAX 
HEAT (aBOSKCKHX CTapleB» u «MocHMAD>, 

JInr.; B, Axmonosa « H. Munesa, Karanor spesvepyccxoit 
xxuponuen, 7. II, crp. 214, 


ST SIMEON THE PIOUS 

From the I. Ostroukhov collection, 

Mid-16th century. 31 x24. 

Tretyakov Gallery, Moscow. 

The image of the old man with a psychological complexity 
of facial expression and features of wisdom and restraint 
in his gaze, characteristic of the 16th century, The more 
agitated image of Simeon in other icons of this period 
seems to be transplanted from the scene of the Presenta- 
tion in the Temple. \t is doubtful whether those icons reflect 
in the images depicted the ideals of the “Trans-Volga 
Elders” or the “Followers of Joseph”. 

Bibliog.: A. Antonova and N. Mneva, Catalogue of Early 
Russian Painting, vol. II, p. 214 (Russ.). 
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UY 10 TEOPIMA O 3MME 

parent. 

Vs co6panua A. Mopo3ona. 

Koney XV 8. Pocroso-cy3anbcKas ukosia. 75 x 55. 
Tperbaxosckas ranepea, Mocksa. 

B ornmue or HOBrOpoACKHX HKOH Ha Ty xe TeMy B 9TOIL 
MeHBIe MOAYCPKAYTSI YMA BCALHMKA HW ABWKEHMe KOHS. 
TlanatHoe mucbMo OT/IMYaeTCR TanMsapHoCTBIO B jyxXe 
XV B. 

Jlur,; A. [puyenxo, Pycckan wkowa Kak UcKyccTBO >xKHBO- 
much, — «Bonpocst *xHBONHCH, Bb. 3, crp. 178, 


ST GEORGE AND THE DRAGON 

Detail. 

From the A. Morozov collection. 

Late 15th century. Rostov-Suzdal school, 75 x 55, 
Tretyakov Gallery, Moscow. 

The daring of the rider and the movement of the horse are 
not strongly stressed as in the Novgorodian icons on the 
same subject. The painting of the architectural details is 
clear-cut, in the spirit of the 15th century. 

Bibliog.: A. Grishchenko, Russian Icon as Painting, in 
“Voprossy zhivopisi”, fascicle 3, p. 178 (Russ.). 
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4YO PEOPIMA O 3MME 

®parmenr. 

XVI B. Mockosckaa unkosa. 55 x 44. 

Co6panne IT. Kopuna, Mocksa. 

«Qnwveckuit CrHsIb» B OGpaze KpeflocrH CMeHAeTCA «cKA304- 
BEIM, OTLENbHBIe MOTHBBI, BpONe UIMHNeH, BOIMOXKHO, M3 
3ananHol rpapiopst. Lapp a wapaua mo6yrorca emHHo6op- 
CTBOM Kak 3aHHMaTesIbHBIM 3pesHIIEM. 

JIwr.: B. Aumonosa, J\pesnepycckoe cxyccrso 8 co6panuit 
Tlasna Kopuna, crp. 52, 53. 


ST GEORGE AND THE DRAGON 

Detail. 

16th century. Moscow school. 55 x 44. 

The P. Korin collection, Moscow. 

The “epic style” in the treatment of the fortress is replaced 
bya “fairy-tale style”. Individual motifs, such as the spires, 
are possibly derived from Western engravings. The King 
and Queen admire the duel as if it were an entertaining 
Spectacle. 

Bibliog.: V. Antonova, Early Russian Art in the Pavel 
Korin Collection, pp. 52, 53 (Russ.). 
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APXAHTEJI MUXAMII 

Ms Yramua. 

XVI B. 35 x39. 

PriGHHCKHi HCTOpHKO-xyAOKeCTBEHHBIt My3eit, PEIGHHCK 
(apemenno B Tpetbaxoncxoit ranepee). 

B ormmume oT repowieckoro mpaMaTH3Ma MKOHBI Hayana 
XV B. B 9TOM apxaHrene ects H MosIONMeBATOCT H MaHep- 
Hoctb. BMecte c TeM MHOroe BBIPaxKeHO OHHM MpoTHRO- 
TocTapmeHvem KHHOBapH H YepHOro (cp. c «Apxanresiom Mu- 
xawstom» Pycckoro My3es).. 

Jlut.: B. Aumonosa, Poctoso-cy3slastbckas imkos1a %HBOMHCH, 
erp. 111. 


THE ARCHANGEL MICHAEL 

From Uglich. 

16th century. 35 x 39. 

Art History Museum, Rybinsk 

(temporary in Tretyakov Gallery). 

Unlike the heroic drama in the early 15th century icon, this 
Archangel has a hint of swagger and affectation in his 
bearing. At the same time much is expressed here simply 
through a constrast of cinnabar and black (cf. the Archangel 
Michael from the Russian Museum). 

Bibliog.: V. Antonova, Rostov-Suzdal School of Painting, 
p. 111 (Russ.). 


190 


MOAHH TIPEATEYA 

Us [murposa. 

XVI B. 52x 42. 

My3eli apesnepycckoro uckyccrsa 

umenn Annpes Py6nesa, Mocksa. 

B ormmune or Moanua XV s., nonHoro cmupexHs  Kpo- 
TOCTH, B ITOH MKOHE roOBa NOAHATA, B3TNAI OTKPLIT, BO 
BCEM CKBO3HT MpobyxneHHe CaMoco3HaHAA YeOBeKa. Tpya- 
‘HO NOBEPHTb TOMY, YTO HKOHA BXOJIMJIa B COCTaB AeHcyca. 
Tipobyxxaene mmHocTH octanoce B XVI B. enuHHIHEIM #B- 
sIeHHeM. 


ST JOHN THE BAPTIST 

From Dmitrov. 

16th century. 52 x 42. 

Andrei Rubley Museum 

of Early Russian, Art, Moscow. 

Unlike the 15th century St John, full of humility and meek- 
ness, the head of St John in this icon is uplifted, the gaze 
direct, and man’s awakening self-awareness can be seen 
in everything. It is difficult to believe that the icon was part 
of a Deesis. The awakening self-awareness remained as 
isolated occurrence in the 16th century. 
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TOsreuthor Colection, 3 ua). 
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N90 BEAOPA THPONA, 
ont XVI Crprwnotona unit 360, 

snes He Cee, Hearse Peo MY>E Hh 
‘areal scrape roa 1916, apy 
co 


SSP THEODORE TIRON 
Lat hema. Sogunan shoo 30 
‘uae with bight ses of cio, 


Bibog: Seles Repository of Rel of she FEmperor 
Sanuaey-Fobraney, 9 22 (Rs) ane 
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TMUKISTA-BOMI 

“Toemonent races Mose 

‘ore, Xiparean oes erpornencrs 
har nospays = meson ¥ sae ct 
neer © motte Hoon ngeeraer Sure anatcse 
‘Spsoram, on eratorex mobpameies Mans es 
{or © Mntcen- Ou naseacten wn eri mor 
Tn Hepeon, Romper mopar I: 
‘am ct 


From Solrctoga 

“The eon ved se cen sel 4 wa1geh wth net 
feo the fe of he Sunt, Th alone ete char: 
tert of Stein ton: the Sain I Se by tbe com 
‘peptone, bet ep in payer The on 1 D0 
Kenge dub of the rep and feces eresen 
Sih a te weakness of moral mama sgn Both 
puta nd aie dae, 

Iilion a Netra, Early Resin Fine Ar pe 32 
(Raa 


sma 
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HMKM@OP CABAH 
OTEYECTBO 


Cpeauux Tpexcrsopyatoro cKaanus. 
Konen XVI-navano XVII. 4030. 

‘Tpetsaxonckas ranepes, Mockpa. 

Onna 13 caMpix KpacuBbIx crporaHoRCKHX HKOH. 3onoTHC- 
Tolli accHCT KaK GbI POXKAACTCA H3 TNYXHX TeMMBIX KPACOK. 
®urypa Gora-orua rapMonMHo Bncana B Kpyr. Mona 
H. Capuna pputensetes 13 sucna SomumMcrsa cTporaHos- 
CKHX KOH, HCKYCHO BBINOAHEHHBIX, HO He MopoxeHHBIX 
TOSTHHeCKHM BIOXHOREHHEM. 

M. Alpatov und N. Brunov, Geschichte der altrussi- 
schen Kunst, S. 365. 


Jlur,: 


NIKIFOR SAVIN 
THE NEW TESTAMENT TRINITY 

Centre part of triptych. 

Late 16th-early 17th century. 40 x 30, 

Tretyakov Gallery, Moscow. 

One of the most beautiful of the Stroganov icons. The golden 
hatching seems to be born of the warm hues of low brilliance. 
The figure of God the Father is well placed in a roundel. 
Savin’s icon stands out among the majority of Stroganov 
icons which were skilfully executed but did not stem from 
Poetic inspiration. 

Bibliog.: M. Alpatov und N. Brunov, Geschichte der alt- 
russischen Kunst, S. 365. 
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APXAHTEJI MUXAHJI-BOEBOJIA 
Cepenmna XVII n, 33 X27. 

Co6panne I. Kopaia, Mockna, 

Anoxasmmriueckuii o6pa3 KpbuiaToro BouHa-ry6urens Ha 
KpbUIATOM KOHe — sipKoe rlopoxktene HaposHolt hantaaHn. 
Tpenpocxnuenne spocnancKux pocrcell onua peKa. Ton 
Has NPOTHBOMONOKHOCTS YHCHOMY, HICKYCHOMY, HO TYCTOMy 
HM XONOZHOMY MacTepcTBY HapcKHX H30rpacos. 


THE ARCHISTRATEGOUS MICHAEL 

Mid-17th century. 33 x 27. 

The P. Korin collection, Moscow. 

The apocaliptic image of the winged angel of the bottomless 
pit who came to mete out punishment on his winged horse 
is an outstanding character evolved by popular imagination. 
This is a precursor of the Yaroslavl wall painting of the 
late 17th century and is in direct contrast to the learned, 
highly skilled, but empty and cold mastery of the court 
icon painters. 


198 
‘CMMOH YINAKOB SIMON USHAKOV 
APXAHTEJI MMXAMJI, THE ARCHANGEL MICHAEL 
MOMMPAOWMM [bABOJIA TRAMPLING THE DEVIL UNDERFOOT 
Vis co6panus Tonmayenckoil-Cocuoncxoit, From the Tolmachevskaya-Sosnovskaya collection. 
1676. 2320,5. 1676, 23x 20.5. 


‘Tperbaxonckas ranepes, Mocksa. 
HanGonee «Hkononmcnas» pa6ora Yuakosa, Bnpowem He 
6e3 Yepr okneKTHKH (KOHTpact Mexy (burypolt H cboHOM). 
Xapaxtepnas 218 WapcKHx usorpahos yrpata TBopyecKoro 
BoobpaxkeHHs, pH H3bICKAHHOMt TeXHHKe McronHeHHA. Koro 

us06paxaer MaseHbKas (bHrypKa — HeH3BECTHO. 


Sint: M. Aanamos, BeeoSuias uctopus uckycere, T. TIT, 


Tretyakov Gallery, Moscow. 
This is the most “icon-painterly” work of Ushakov, but not 
without certain features of eclecticism (figure and back- 
ground). It shows a certain loss of creative imagination 
characteristic of court artists while the technique of execu- 
tion remains highly refined. Whom the small figure 
represents is not known. 


erp. 303. Bibliog.: M. Alpatov, General History of the Arts, vol. 111, 
p. 303 (Russ.). 
199 
OTYEHAW “OUR FATHER” 


Kaeiimo: «M1 ne spean Hac Bo HcKytIeHHe». 

Vis uepxeu Ppuropusa Heoxecapuiicxoro s Mocxne. 
Tlocnegusn versepts XVII B. 131 X77. 

Pyccknit my3eit, Jlenmurpan. 

Hecmorps Ha 3aMMCTBOBAHHS H3 3anasHOl rpaBiopsl, Gomee 
uenocTHbiit o6pa3, 4emM B HKoHax C. Yutakosa. 


Border scene: “Lead us not into temptation”. 

From Church of St Gregory Thaumaturgos in Moscow. 
Last quarter 17th century. 13177. 

Russian Museum, Leningrad. 

Despite certain borrowings from Western engravings, this 
is a more poetic image than that found in icons by Ushakov. 


Jiur.: K. Kopuusosut, Oxo » munysuiee, J1., 1968, crp. _ Bibliog.: K. Kornilovich, Window on the Past, Leningrad, 
130—134. 1968, pp. 130-134 (Russ). 
200 
ABPAAM ABRAHAM 


Vis npaoreseckoro “una ukoHocraca 

Cnaco-Enibamuena Monactbipa B Cyszane. 

Cepenuua XVII p. 198 89. 

Myseit upesnepyccxoro uckyccrBa 

umeus Anpea PyOnesa, Mockpa. 

B oGpasax nenmvectneHHbIx mpaoruies B UIPOKHX maMtax 
MPOsBUsIOC CBoeOGPasHOe PyccKOe GaPOKKO. B H3bICKAHHBIX 
COOTHOMICHHSX KPacoK — TO 3eeHOBATOFO, TO HepHOrO 
© KpacHbIM, TO KUHOBapH C OXpoll — cKa3amNCb NyMUIHe KO- 
JOpucTHYecKHe TpanuuMH pyccKoit MKOHONHCH. 

Jinr.:[, Heauoea), Myseli npesuepycckoro uckyccrsa uMeHIE 
Auapes Py6nexa, ta6n. 89, 90. 


From Forefathers Range of the iconostasis, 
Spasso-Yefimiev Monastery in Suzdal. 

Mid-17th century, 198 x 89. 

Andrei Rubley Museum 

of Early Russian Art, Moscow. 

In the imposing images of the biblical patriarchs in wide 
cloaks, one can see the features of Russian Baroque. The 
delicate relationships of colours—now greenish, now black 
and red, or cinnabar and ochre—point to the influence of 
the best colours traditions of Russian icon painting. 
Bibliog.: /1. Ivanova], Andrei Rublev Museum of Early Rus- 
sian Art, pls. 89, 90 (Russ.). 
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WOAH nPENTENA BTIVCTBIBE 

COCHEMAMID RIT 

‘Spam 

‘Vv oepwon Kons wasn Kas. 

Wes, 121 

Teton € spent aes dasaiacest otpaa%H, 
sow nepennie emt eps clean aint et 
“rononn Amaya. — Tyas) Ontetsapemerseex se 
atypu Heranya pyseod simearypt AH CCCP>, 


SOHN THE BAPTIST IN THE WILDERNESS 
\WITH SCENES FROM HIS LIFE 

Fron te Church of SS Cotas and arian in Kashi 
‘ots 1, 

“he undp with esi evecae of Hemi paning, 
bot heb ad bans an lator Mery cesta” 
show the sey pose ong ofthe Rosin an 
bog: 4. Demis, Obarvations of Lanape i the Lt 
af Arcpreat Area, in "Tray Onl evyerao 
Testy tit rush ersary AN SSSR. VoL XX, 


HRI rp. IG, pp. AIO Ra). 
202 
WAR POPOK THE PROPHET ELUAHL 
(CAATIEM WITH SCENES FROM HIS LIFE 
‘opus noon XVI. 761452. Seo al ese TE = 1482 


pons Mopan spcanos. 

Suror anu poo meovouten.Xaparep yeeros 

‘epecemaen nono TORS Hee DN 
pon ce sation mos 


{Chace a he Prophet Enh, Yaron 
‘Therein sone fdedoour ofa are une 
for Raman ico pain, The carer oft Resa 
sri rec the vig an pote eresetnon of 
the eountyide dwn tothe salt dt 


Sn Me Respaveer,Meprws Ha Tipopors »pocmane, ibg. 1 Vakdvameye, The Church of the Popbet 
“Hoocty (90% pu 17, jah Yarn, Yaron 90, pte 17 ut). 
203 
(CHNBON BERK THE SYMBOL OF FAITH 
‘Spanserr. etal, 


ropa ncn XVI 40156 
Hons stp, amernopice mente, ens Hop 


BOTOMATEPb 
BJIAMMUPCKAS 
parent. 

Tlepsas nonopuna XII B. 
Tperpsikonckas rasepes, 
Mockea. 


APXAHIEJI MAXAMJI 
XIVe. 

‘Tperbaxonckas ranepen, 
Mockea. 


APXAHTES PABPHMS 
XII-XIV sp. (2) 
Myseii, Huxocus. 


MOAHH IIPELLTE4A 
XIV a. 
Spmurraxk, Jenmarpan, 


MOAHH TIPELTEYA 
parmenr. 

Teppas nonopuna XV p, 
Myseii 2pennepyccxoro 
nekyccrpa 

umenn Anuipes Py6rena, 
2 Mockpa. 


YCTIEHME 

XIV B. Myeit 
u306pasHTesbHBIX HeKyCCTB 
umenn A, C, Fyurknna, 
Mocksa. 


YCNEHHE 

Cepesuia XV B. 
Tperpsakosckas ranepes, 
Mockpa. 


BJIATOBEWEHME 

XIV p, Myseit 
W306pa3HTeNBHLIX MCKyCCTB 
umenn A, C, Tyununa, 
Mocksa, 


BIATOBEIMEHE 

XIV B. 

Tperbakosckas rasiepes, 
Mocksa. 


Auapeii Py6sen 
APXAHTEJI MUXAMI 
®parment. 

Hauano XV B. 
Tpetbsakosckas rasepes, 
Mocxsa, 


APXAHTEJI TABPMMJI 
parment. 

1387—1395 
‘TperbaKkonckas ranepes, 
Mockea. 


THE VIRGIN 
OF VLADIMIR 


Detail. 

First half 12th century. 
Fretyakoy Gallery, 
Moscow. 


THE ARCHANGEL MICHAEL 
14th century. 

Tretyakov Gallery, 
Moscow. 


THE ARCHANGEL GABRIEL 
13th-14th century (2) 
The Museum in Nicosia 


ST JOHN THE BAPTIST 
14th century. 
Hermitage, Leningrad. 


ST JOHN THE BAPTIST 
Detail. 

First half 14th century. 
Andrei Rubley Museum 
of Early Russian Art, 
Moscow. 


‘THE DORMITION 

14th century. 

Pushkin Fine Arts Museum, 
Moscow, 


THE DORMITION 
Mid-15th century. 
Tretyakov Gallery, 
Moscow, 


THE ANNUNCIATION 

14th century. 

Pushkin Fine Arts Museum, 
Moscow. 


THE ANNUNCIATION 
14th century. 
Tretyakov Gallery, 
Moscow. 


Andrei Rubley 

‘THE ARCHANGEL MICHAEL 
Detail. 

Early 15th century. 
Tretyakoy Gallery, 
Moscow. 


THE ARCHANGEL GABRIEL 
Detail. 

1387-1395 

Tretyakov Gallery, 
Moscow. 


CIMCOK TABJINIL 
LIST OF PLATES 


AMMTPHA 

COJIYHCKHA 

Hawaso XV-B. Myseit 
mpuknamHoro uckyccrBa, 
Bearpag, 


TEOPruA 

Hayano XVI B, 
TperbaxoncKan ranepes, 
Mocxsa. 


Tlaono Yuenno 


12 
ST DEMETRIUS 
OF THESSALONICA 
Early 15th century. 
Museum of Applied Art, 
Belgrade. 


13 
ST GEORGE 
Early 16th century. 
Tretyakov Gallery, 
Moscow. 


14 


Paolo Uccello 


JIETEHA — LEGEND OF OSTIA 
OBOCTHM, THE EXECUTION 
KA3HbEBPEEB OF THE JEWS 
®parmenr. Detail. 
1465—1468. 1465-1468. 
Haunonanbuniit my3eit, 
YpOuno. 
15 
BIAAMMHP, SS VLADIMIR, BORIS 
BOPMCMIIEB AND GLEB WITH SCENES 
©oKMTHEM — FROM THEIR LIVES 
Kaeiimo: Border scene: 
Tu6ens Caatononka. The End of Svyatopolk. 
Havano XVIs. Early 16th century. 
Tperbakoncxas ranepes, Tretyakov Gallery, 
Mocxsa. Moscow. 
16 
4Y]0 BXOHEX THE MIRACLE AT CHONAE, 
XIV—XV ps. = 14th-15th century. 
Haunonanbubiii myseH, — National Museum. 
Benrpan. Belgrade 
17 
®eobanTpex Theophanes the Greek 
meromkona and His School 
YCIEHME THE DORMITION 
®parmenr. Detail. 


OGopor mons 
«Boromateps Jouckas». 


The reverse of 


the Virgin of the Don icon. 


Konen XIV, Late 14th century. 
Tperbsxonckas ranepes, Tretyakov Gallery, 
Mockpa. Moscow. 
18 


METBIPEXYACTHAS MKOHA 


FOUR-PART ICON 


Kaeiim Border scene: 
Bocxpeuenue Jlazaps. The Raising of Lazarus. 
Hayano XIV». Early 14th century. 
Pyccknit my3eit, Jlenmurpan. Russian Museum, 
Leningrad. 
19 
BOCKPEMIEHME THE RAISING 
JIA3APA OF LAZARUS 
Koneu XV. Late 15th century. 


Pyccxnit myseii, Jlenmurpaa 


BOTOMATEPb YMMJIEHHE 
XV—nayanto XVI. 
TperbaxoncKan ranepes, 


Russian Museum, 
Leningrad. 


20 


‘THE VIRGIN ELEUSA 
15th-early 16th century. 
Tretyakov Gallery, 


Mocxsa. Moscow. 
21 
BOOMATEPh —THE'VIRGIN 
APOCIIABCKAA OF YAROSLAVL 
Cepeauua XV. Mid-15Sth century. 
Tperbaxoscxaa ranepes, Tretyakov Gallery, 
Mocksa. Moscow. 
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22 


4y0 TEOPrMA 

O3MHE 

XV. 

Tpersaxonckas ranepen, 
Mockea. 


23 
40 TEOPrMA 
0 3MME 
Cepeamna XVI B. 
Pyccxuii myseii, Jlenmurpaa, 


24 


OPHEHHOE BOCXO%K/IEHME 
VIbM TIPOPOKA 


XVIB. 
cropsyeckuti myseit, 
Mockea. 


25 
OTHEHHOE BOCXOXKJIEHME 
WJIbM TLPOPOKA 
XVIB. 
‘Tperbaxonckas rasepea, 
Mocxpa. 


26 
rEOPrMA 
CKMTHEM 
Kaueiimo: 
Mcrasanue caatoro 
PackaseHHbIM Me/HbIM 
Obikom. 
Havasio XVI B. My3eit 
ApeBHepycckoro HcKyccrBa 
umenn Anspes PyGs1ena, 
Mocksa, 


27 
reorrma 
KMTHEM 


Knelimo: 
VUcrazanne castoro 
PackasIeCHHbIM MCJ{HbIM 
6oiKoM. 

Hayano XVI, Myscit 
apesuepyccxoro nckycerpa 
wenn Anapes Py6nena, 
Mocksa. 


28 
POXKAECTBO 
XPAMCTOBO 
1405. 
Vixona npasaniinoro snna 
wkoHocraca 
Bnaronemtericxoro coGopa 
Mocoscxoro Kpemats. 


29 
POXKJECTBO 
XPUCTOBO 
Hauano XV p. 
‘TpeTsaxonckas ranepes, 
Mockna. 


30 
TIOKPOB 
Hawano XV b. 
Tperbaxonckas rastepes, 
Mockpa. 


ST GEORGE 

AND THE DRAGON 
15th century. 
Tretyakov Gallery, 
Moscow. 


ST GEORGE 
AND THE DRAGON 
Mid-16th century. 
Russian Museum, 
Leningrad. 


THE PROPHET ELUAH 
AND THE FIERY CHARIOT 
16th century. 

History Museum, 
Moscow. 


THE PROPHET ELUAH 
AND THE FIERY CHARIOT 
16th century. 

Tretyakov Gallery, 
Moscow. 


ST GEORGE WITH SCENES 
FROM HIS LIFE, 

Border scene: 

The Torture of the Saint 
on a Red-Hot Copper Bull. 
Early 16th century. 
Andrei Rubleyv Museum 
of Early Russian Art, 
Moscow. 


ST GEORGE WITH SCENES 
FROM HIS LIFE 

Border scene: 

The Torture of the Saint 
on a Red-Hot Copper Bull. 
Early 16th century. 
Andrei Rubley Museum 
of Early Russian Art, 
Moscow. 


THE NATIVITY 
OF CHRIST 

1405. Icon from 

the Church Feasts Range 
of the iconostasis 

of the Annunciation 
Cathedral 

in the Moscow Kremlin. 


THE NATIVITY 
OF CHRIST 

Early 15th century. 
Tretyakov Gallery, 
Moscow. 


‘THE INTERCESSION 
Early 15th century. 
Tretyakov Gallery, 
Moscow. 
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Tenia 
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‘Grane Det 
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Pyecom ey Henman, Rusan Masso 


Hwa XIV. Eas 1th entry. 
Proceed lenepae, Ross Mean, 
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2 
Mocia! Moun 
2 
Bopucnarcou Bors bres 
‘Oovepiucocet, abou Me Death, 
XIVe. Mth contr, 
persone races, Treaoy Calley, 
“aeme ergy Borer sen: 
nine The Appearance 
Komaxivn, she tore Ba 


‘Tomemomcaeranege Late Miheenrs 
Moore Trepakov Galery, 


Mon 
‘reunite, The Anpearance tthe Men 
Komik, the Burge, 
“Thenssonox reper, Late Hi ey 
6 


Kowu XIV, Late aeons 
Pycen pet Semeraen Kaan Mase, 
sano XV Eat Tah entity, 
Toenmmantan teen, Tt Cle 
‘apace Det 
‘Tenumonssnrazeper, Tretyakov Gary 
om Mosse, 
‘@eogas Ppex ‘Thcophanes the Grek 
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6l 
eodan Ppex 
BOTOMATEPb 
1405, 
Ukona feucycuoro 4HHa 
ukonoeraca 
Baarosemenckoro co6opa 
Mocxoncroro Kpemsta, 


62 
@eoan Ppex 
Hero WkosIa 
YCNEHHE 
OGopor uxoHDt 
«Boromarepb Jlonckas>, 
Koren XIV B. 
TperbskoncKas ranepes, 
Mockna. 


63 
@eoan Cpex 
M ero MkOsIa 
BOFOMATEPh JOHCKAS 
parmenr. 
Koney XIV 3. 
Tperpaxonckan ranepes, 
Mocksa, 


64 
eompan Ppex (2) 
NPEOBPAXKEHME 
,Hawano XV a, 
‘Tperpaxouckaa ranepes, 
: Mockpa, 


65 
@eodan Mpek (2) 
TPEOBPAXKEHME 
parmeur. 
Hauaso XV B. 
Tperbakockas ranepes, 
Mockpa. 


66 
Peoan Cpex 
TIABEJT 
1405, 
Vixona aencycnoro anna 
wkonocraca 
BaaroneusencKkoro co6opa 
Mockonckoro Kpemsis, 


67 
Ausipeit Py6stes 
TPOMLLA 
parent. 
Hawasto XV p. 
TpernaKonckas ranepes, 
Mocksa. 


68 
APXAHTEJL 
MAXAMJIL 
CKUTHEM 
Cpeannk. 
Hauano XV a, 
Apxanrenscxutit co6op 
Mockonexoro Kpemusi, 


69 
APXAHTEJL 
MUXAWJIL 
CKMTHEM 
Kaeiimo: 
Toxasnue npopoxa Jasna. 
Hasano XV B. 
Apxantrempcxnit co6op 
Mockosckoro Kpemas. 


Theophanes the Greek 
THE VIRGIN 

1405. Icon from the 
Deesis Range of the 
iconostasis of the Annun- 
ciation Cathedral 

in the Moscow Kremlin, 


Theophanes the Greek 
and His School 

THE DORMITION 

The reverse of 

the Virgin of the Don icon. 
Late 14th century. 
Tretyakov Gallery, 
Moscow. 


Theophanes the Greek 
and His School 

THE VIRGIN OF THE DON 
Detail. 

Late 14th century. 
Tretyakov Gallery, 
Moscow. 


Theophanes the Greek (?) 
‘THE TRANSFIGURATION 
Early 15th century. 
Tretyakov Gallery, 
Moscow. 


Theophanes the Greek (?) 
THE TRANSFIGURATION 
Detail. 

Early 15th century. 
Tretyakov Gallery, 
Moscow. 


Theophanes the Greek 
ST PAUL 

1405, Icon from the 
Deesis Range of the 
iconostasis of the Annun- 
ciation Cathedral 

in the Moscow Kremlin, 


Andrei Rublev 

THE OLD TESTAMENT 
TRINITY 

Detail. 


Early 15th century. 
Tretyakov Gallery, 
Moscow. 


THE ARCHANGEL MICHAEL 
WITH SCENES 

OF HIS ACTS 

Centre panel. 

Early 15th century. 

The Cathedral 

of the Archangel Michael 
of the Moscow Kremlin. 


THE ARCHANGEL MICHAEL 
WITH SCENES: 

OF HIS ACTS 

Border scene: 

The Penance of King David. 
Early 15th century. 

The Cathedral 

of the Archangel Michael 
of the Moscow Kremlin. 


70 
APXAHTEJL 
MHXAMIL 
COKMTHEM 
Kaeiimo: 
TloGuenne 
policka accupuiickoro. 
Hawasio XV 6. 
Apxauresbckuii co6op 
Mockoackoro Kpemuia. 


7 
APXAHIEJI 
MMXAMIL 
CKUTHEM 
Kueiimo: 
Bopp6a Makona ¢ auresiom. 
Haxaso XV p. 
Apxauireascxnii co6op 
Mockonckoro Kpemas. 


2 
UAPCKHE BPATA 
parment: 
Auren #3 «Buaroneutenns. 


Hawaso XV B. 

Saroperni 
HCTOpHKO-xyAOxKeCTBCHHEI 
My3eii-3anoBenHMK, 
3aropex. 


3 
NPA3qHMKM 
parmenr: 
PoxsrecrB0 Xpuctono. 
Koneu XIV b. 
TpetbakoscKas ranepes, 
Mocksa. 


4 
Bxoa, 
BMEPYCAJIAM 
1405. 
Mkona npa3tHH4HOro 4HHa 
wkoHocraca 
BaaroneuencKoro co6opa 
Mockosckoro Kpemas, 


15 
BxXOL 
BMEPYCAJIAM 
‘parmenr. 
1405. 
Hixona mpasaunynoro sina 
wkonocraca 
Baaronemierckoro coGopa 
Mocxockoro Kpemas. 
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POXECTBO 
XPUCTOBO. 


‘parment. 
1405. 

Vixowa npasanmsnoro sma 
uKkoHocraca 
Braropeitieckoro coGopa 
Mocxoscxoro Kpemas. 


1 
BOCKPEWEHHE 
JIA3APA 
‘parment. 
1405. 
ixoua npasamianoro wiia 
uKoHOcTaca 
Baaroneuiencroro coGopa 
Mockoncxoro Kpemts. 
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‘THE ARCHANGEL MICHAEL 
WITH SCENES 

OF HIS ACTS 

Border scene: 

The Defeat 

of the Assyrian Host. 
Early 15th century. 

The Cathedral 

of the Archangel Michael 
of the Moscow Kremlin. 


‘THE ARCHANGEL MICHAEL 
WITH SCENES: 

OF HIS ACTS 

Border scene: 

Jacob and the Angel. 
Early 15th century. 

The Cathedral 

of the Archangel Michael 
of the Moscow Kremlin, 


THE ROYAL DOORS 
Detail: The Angel 

from the Annunciation. 
Early 15th century. 

Art Museum 

and Ancient Monument, 
Zagorsk. 


CHURCH FEASTS 
Detail: 
The Nativity of Christ. 
Late 14th century. 
Tretyakov Gallery, 
Moscow. 


THE ENTRY 

INTO JERUSALEM 

1405. Icon 

from the Church Feasts Range 
of the iconostasis of the 
Annunciation Cathedral 

in the Moscow Kremlin. 


‘THE ENTRY 

INTO JERUSALEM 

Detail, 

1405. Icon 

from the Church Feasts Range 
of the iconostasis of the 
Annunciation Cathedral 

in the Moscow Kremlin. 


THE NATIVITY 

OF CHRIST 

Detail. 

1405. Icon 

from the Church Feasts Range 
of the iconostasis of the 
Annunciation Cathedral 

in the Moscow Kremlin. 


THE RAISING 
OF LAZARUS 

Detail. 

1405. Icon 

from the Church Feasts Range 
of the iconostasis of the 
Annunciation Cathedral 

in the Moscow Kremlin. 


78 
APXAHTEJI MAXAMJI 
1405, 
Mona dencycHoro una 
MKOHOCTaca 
Baaropemenckoro co6opa 
Mocxosckoro Kpemasi. 


9 
TIPEOBPAXKKEHME 
1405. 
Vixona npasaumunoro wnna 
ukouocraca 
Baaroneuericxoro co6opa 
Mockonckoro Kpemuis. 


80 
Angeli Py6nen 
CrAC 
parmenr. 
Hayaso XV a, 
‘TperbaKopcKas ranepest, 
Mockna. 


81 
Aunupeii Py6nes 
ATIOCTOMI TABEJL 
parmenr. 
Hayaso XV B. 
Tperbaxonckas rasiepes, 
Mocksa. 


82 
Angpeii Py6nen 
‘TPOMLA 
Hauasio XV B. 
TperbaKoscKan rasepes, 
Mocksa. 


83 
Angpeit Py6nen 
TPOMLA 
parment. 
Hayasio XV b. 
‘TperbaKkonckas rasiepes, 
Mocksa. 


84 
POXKJECTBO 
XPHMCTOBO 
parment. 
Havaso XV p. 
‘TperbaxoscKas ranepes, 
Mockpa. 


85 
POX ECTBO 
XPHCTOBO 
parent. 
Hayano XV 3. 
TperbakoscKas rasiepes, 
Mocksa. 
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BOFOMATEPh OJMrMTPHS 


Cepenmia XV B. 
Tperbaxonckas rasepes, 
Mocksa. 


87 
JAHHMII BO PBY 
JIbBMHOM 
XVIs. Hosropogckuit 
HCTOpHKO-apxHTeKTYPHbIt 
My3eli-sarionestHiik, 
Hosropoa. 


THE ARCHANGEL MICHAEL 
1405.,Icon 

from the Deesis Range 

of the iconostasis of the 
Annunciation Cathedral 
in the Moscow Kremlin. 


‘THE TRANSFIGURATION 
1405. Icon from 

the Church Feasts Range 
of the iconostasis 

of the Annunciation 
Cathedral 

in the Moscow Kremlin. 


Andrei Rublev 
‘THE SAVIOUR 
Detail. 

Early 15th century. 
Tretyakov Gallery, 
Moscow. 


Andrei Rubley 
THE APOSTLE PAUL 
Detail. 

Early 15th century. 
Tretyakov Gallery, 
Moscow. 


Andrei Rublev 
THE OLD TESTAMENT 
TRINITY 


Early 15th century, 
Tretyakov Gallery, 
Moscow. 


Andrei Rublev 
THE OLD TESTAMENT 
TRINITY 


Detail, 


Early 15th century. 
Tretyakov Gallery, 
Moscow. 


‘THE NATIVITY 

OF CHRIST 

Detail. 

Early 15th century. 
Tretyakov Gallery, 
Moscow. 


THE NATIVITY 
OF CHRIST 


Detail. 

Early 15th century. 
Tretyakoy Gallery, 
Moscow. 


THE VIRGIN HODIGITRIA 
Mid-15th century. 
Tretyakov Gallery, 
Moscow 


DANIEL 
IN THE LION'S DEN 

16th century. 

Museum of Architecture 
and Ancient Monument, 
Novgorod, 
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122 
EOP 
CTPATHIIAT 
CKMTMEM 


Cpeanuk. 

Konen XV B. 
Hosropostexnit 
MCTOPHKO-apxuTeKTypHbIi 
Myseli-3ariopeannK, 
Hosropos. 


123 
HEBEPHE 
OMBI 
Konent XV p. 
Hosropoackuit 
HCTOpuKO-apxHTeKTypHbUt 
Mysei-3aropeanuK, 
Hosropoa. 


124 
BOCKPEIWEHME 
JAAP 
XV a. 
Pyccxnii my3eit, JIewmurpan, 


125 
@EnoP 
CTPATHIIAT 
COKUTHEM 
Kaeiimo: 
Cunrue Pexopa co Kpecta 
Wero HcuexeHHe aHrenom. 
Koneut XV 3. 
Hosropoycknit 
HCTOPHKO-apxuTeKTypHbHt 
y3eli-saronenHAK, 
Hosropoa, 


126 
TIAPACKEBA 
TLATHULA 
CKUTHEM 
parment, 
XIV—XV ba. 
Ucropuuecknit myseit, 
Mocksa. 


127 
AMMTPMA 
comyHCKHA 
XV a, 
Pyccxuit my3eit, Jlenmurpas, 


Leningrad. 
128 
APXAHTEJIPABPHMJI THE ARCHANGEL GABRIEL 
XIVe. 14th century. 
Pyccxnit my3eii, Jlenuurpai. Russian Museum, 
Leningrad. 
129 
OTHEHHOE BOCXO%KMEHME THE PROPHET ELIJAH 
WJIbM TIPOPOKA AND THE FIERY CHARIOT 
XIVe. 14th century. 
Mctopuyeckuit my3eit, History Museum, 
Mocxpa. Moscow. 
130 
V3BPAHHBIE CBATBIE: SELECTED SAINTS: 
TIAPACKEBA ILITHMLA,  PARASKEVA PYATNITSA, 
PPMTOPMM BOFOCHOB, GREGORY THE 
MOAHH 3IATOYCT, — THEOLOGIAN, 
BACHJIMM BEMKMM JOHN CHRYSOSTOM, 
®parmenr. BASIL THE GREAT 
XVe, Detail. 
‘Tperbakosckas ranepea, 15th century. 
Mocksa, Tretyakov Gallery, 


ST THEODORE 
STRATILATES WITH 
SCENES FROM HIS LIFE 
Centre panel. 

Late 15th century. 
Museum of Architecture 
and Ancient Monument, 
Novgorod. 


‘THE INCREDULITY 
OF THOMAS 

Late 15th century. 
Museum of Architecture 
and Ancient Monument, 
Novgorod. 


THE RAISING 

OF LAZARUS 

15th century 
Russian Museum, 
Leningrad. 


THE THEODORE 
STRATILATES WITH 
SCENES FROM HIS LIFE 
Border scene: 

The Deposition 

of St Theodore and His 
Healing by the Angel. 
Late 15th century. 
Museum of Architecture 
and Ancient Monument, 
Novgorod, 


ST PARASKEVA 
PYATNITSA WITH SCENES 
FROM HER LIFE 

Detail. 

14th-15th century. 
History Museum, 
Moscow. 


ST DEMETRIUS 

OF THESSALONICA 
15th century. 
Russian Museum, 


Moscow. 
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POXKECTBO 
BOrOMATEPH 

C W3BPAHHBIMM CBATLIMM 
XIV—XV ss. 

Co6panne I. Kopuna, 
Mocksa. 


COWECTBHE BO AJL 
parent, 

XV. 

Pyccxnii myseii, JTenmurpan. 


THE NATIVITY 

OF THE VIRGIN 

WITH SELECTED SAINTS 
14th-15th century. 

The P. Korin collection, 
Moscow. 
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‘THE ANASTASIS: 

(The Descent Into Hell.) 
Detail. 

15th century. 

Russian Museum, 
Leningrad. 
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COBOP 

BOTOMATEPH 

Bropas noaosuna XIV p. 
‘Tpersaxonckas ranepes, 
Mocka. 


POXKECTBO 
XPMCTOBO 
C W3BPAHHBIMM CBATEIMM 


XV—XVI ns. Tckoscxuit 
HCTOPHKO-xyOxKeCTREHHDIL 
My3eii, ITcxon. 


THE SYNAXIS: 

OF THE VIRGIN 

Second half 14th century. 
Tretyakov Gallery, 
Moscow. 


134 


THE NATIVITY 

OF CHRIST 

WITH SELECTED SAINTS 
15th-16th century. 

Art Museum, 

Pskov. 
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POXKAECTBO 

XPHCTOBO 

C W3BPAHHBIMHM CBATLIMK 
parment. 

XV—XVI np, Texoncknit 
VcTOpuKO-xys1OxeCTBEHEBIIL 
Myseli, Tckon, 


THE NATIVITY 

OF CHRIST 

WITH SELECTED SAINTS 
Detail. 

15th-16th century. 


Art Museum, 
Pskov. 
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POXMECTBO: 

XPHCTOBO: 

C W3BPAHHBIMM CBATbIMKH 
parment. 

XV—XVI pp. Tcxoncxntt 
HCTOPHKO-xyOxKeCTBCHAEIL 
myseit, Tickon. 


THE NATIVITY 

OF CHRIST 

WITH SELECTED SAINTS 
Detail. 

15th-16th century. 

Art Museum, 

Pskov. 


137 


COBOP 

BOTOMATEPH 
parment. 

Bropas riomopuna XIV 8. 
TperbaxoscKas ranepes, 


THE SYNAXIS 

OF THE VIRGIN 

Detail. 

Second half 14th century. 
Tretyakov Gallery, 


Mocxea. Moscow. 
138 
TIOJIOMEHME BO FPOB THE ENTOMBMENT 
®parment. Detail. 
Koneu XV». Late 15th century. 
Tperbaxonckas ranepes, Tretyakov Gallery, 
Mocxsa. Moscow. 
139 
‘COMECTBUE BO AJL THE ANASTASIS: 
Kone XVB. (The Descent Into Hell.) 
‘Tpersaxonckas rasepes, Late 15th century. 
Mocksa. Tretyakov Gallery, 
Moscow. 
140 
TIOJIOXKEHHE BO TPOB ‘THE ENTOMBMENT 
Koren XV xB. Late 15th century. 
Tperpaxosckas ratepes, Tretyakov Gallery, 
Mocxpa. Moscow. 
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141 
BOLOMATEPb 


THE PETROVSKAYA. 


NETPOBCKAA VIRGIN 
XIVe. 14th century. 
TpersaKonckas ranepes, Tretyakov Gallery, 
Mockea. Moscow. 
142 


WAPCKHE BPATA 
parent: Boromatepp 
43 «Bsaropewenus, 
XV—XVI bp. Myseii 
apepnepycckoro uckyccTBa 
umenn Anspes Py6sena, 
Mocksa, 


143 
JOP, JIABP, BIIACHA 
M MOJECT 
XVa, 
Pyccknit myseit, Jlenmurpaa, 


THE ROYAL DOORS 
Detail: The Virgin 
from the Annunciation. 
15th-16th century. 
Andrei Rubley Museum 
of Early Russian Art, 
Moscow. 


SS FLORUS, LAURUS, 
BLAISE AND MODESTE 
15th century. 

Russian Museum, 
Leningrad. 


144 


4Y]0 O NOPE M ABPE, 
BIIACHA, CrMPHZOHMA 
®parmeur. 

XV—nayasno XVI B. 
Pyccknit my3eli, Jlenmurpan. 


145 
HUKOIIA 
3APAMCKMA 
CKMUTMEM 
Kaeiimo: 
Poxnenne Huxors. 
XIV—XV pa. 
Pyccxuit myseii, JIenarpas. 


146 
MOAHH 3JIATOYCT 
XVI. 
Apxanrenscxni myseit 
u306pasHTesIbHBIX HeKyCcTD, 
Apxantresbcx, 


147 
HMKOJA OMMIEGHBIA, 
AEMCYC 
VM M3BPAHHBIE 
CBATBIE 
HA TOJAX 
XVIB. 
Pyccknit myseii, Jlennurpay. 


148 
4Y 10 O ®OPE HM JIABPE 
XVILB. 
Myzeit n30dpasntesbuoro 
i Mpaknagoro HeKyccTBa, 
‘Cmonenck. 


SS FLOURS AND LAURUS, 
BLAISE, SPIRIDONIUS. 
Detail. 


15th-early 16th century, 
Russian Musem, 
Leningrad, 


ST NICHOLAS 

OF ZARAISK WITH 
SCENES FROM HIS LIFE 
Border scene: 

The Nativity of Nicholas. 
1ath-15th century. 
Russian Museum, 
Leningrad. 


STJOHN CHRYSOSTOM 
16th century, 
Museum of Fine Arts, 
Arkhangelsk, 


ST NICHOLAS: 

(HEAD AND SHOULDER), 
THE DEESIS 

AND SELECTED 

SAINTS ON MARGINS: 
16th century. 

Russian Museum, 
Leningrad. 


SS FLORUS AND LAURUS 
17th century. 

Museum of Fine 

and Applied Arts, 
Smolensk. 
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WJIbs TIPOPOK 
XVI a. 
Pycckuit myselt, Jlenuurpan. 


THE PROPHET ELUJAH 
16th century. 
Russian Museum, 
Leningrad. 
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Auonncnit 

AJIEKCHIA 
MmTPOrONMT 
CKMTHEM 

parent. 

Koneu XV 8. 
TperbaxoncKas ranepea, 
Mockpa. 


Dionysius 

ST ALEXIUS, 
METROPOLITAN 

OF MOSCOW, WITH SCENES 
FROM HIS LIFE 

Detail. 


Late 15th century. 
Tretyakov Gallery, 
Moscow. 
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TIETP 

MOABEI 

C KUTMEM 

Kaelimo: 

Tlanex na mope. 

XVI. Hoproposekuit 
ucTopuko-apxuextypHbtit 
My3eii-3anloBe HK, 
Hosropog. 


HUKOJIA 

3APAMCKHA 

C KUTHEM 

Kaetimo: 

Hukoxa w3ronsaer 

Geca. 

Hayano XVI. Myseit 
ApeBHepyccKoro HCKyCCTBA 
umenn Anipes PyOnena, 
Mocksa, 


SS PETER AND PAUL 
WITH SCENES 

FROM THEIR LIVES 
Border scene: 

St Pau! at Sea. 

16th century. 

Museum of Architecture 
and Ancient Monument, 
Novgorod. 


ST NICHOLAS 
OF ZARAISK WITH 
SCENES FROM HIS LIFE 
Border scene: 

Nicholas Exorcises 

the Devil. 

Early 16th century, 
Andrei Rubley Museum 
of Early Russian Art, 
Moscow. 
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MOAHH 

BOrOCIIOB 

COKMTHEM 

Kueiimo: 

PaGorubie soa 

KONaIOT 3eMII0, 

XVI, Cysnanpexnit 
MCTOPHKO-xyLOxec TBH HIM 
Myseii, Cysnamp. 


STJOHN 

THE THEOLOGIAN WITH 
SCENES FROM HIS LIFE 
Border scene: 
Labourers Digging 

the Earth. 

16th century. 


Art History Museum, 
Suzdal. 


185 


BMEHME 

MOAHHA JIECTBAYHHKA 
Tlepsas nonosana XVI s. 
Pycckuit myseii, Jlenmarpaa. 


CHMEOH MIPABEAHBIA 
Cepeauna XVI B. 
Tperpakosckas ranepes, 


THE VISION 

OF STJOHN GLIMACUS 
First half 16th century. 
Russian Museum, 
Leningrad. 


186 


ST SIMON THE PIOUS 
Mid-16th century. 
Tretyakov Gallery, 


Mocxsa, Moscow. 
187 
4YO PEOPTUA ST GEORGE 
O3MHE AND THE DRAGON 
®parment. Detail. 
Koueu XV s. Late 15th century. 

Tperpaxoscxan ranepea, Tretyakov Gallery, 

Mocksa. Moscow. 


4yO TEOPrMA ST GEORGE 
O3MHE AND THE DRAGON 
®parment. Detail. 
XVIp. 16th century. 
Co6panne I. Kopuua, The P. Korin collection, 
Mockpa. Moscow. 
189 


APXAHIEJI MMXAHJT 
XVI. PriGinicxnit 
HCTOPHKO-xy1OxKecTBeHHEII 
Myseli, PeiGnnck. 


THE ARCHANGEL MICHAEL 
16th century. 

Art History Museum, 
Rybinsk. 


Huxnbop Capua — Nikifor Savin 
OTEYECTBO THE NEW TESTAMENT 
Cpeanux, TRINITY 


Koxey XVI-nayano0 XVII B. 
‘TperbaKoncKaa rastepes, 
Mocksa. 


APXAHTIEJI 
MMXAMJI-BOEBOLA 
Cepesuna XVI p. 
Co6panne I. Kopuna, 
Mocxna. 


Cumon Yuaxos 
APXAHPEJ MMXAMJI, 


Centre panel. 

Late 16th-early 17th 
century. 

Tretyakov Gallery, 
Moscow. 


THE ARCHISTRATEGUS 
MICHAEL 

Mid-17th century. 

The P. Korin collection, 
Moscow, 


Simon Ushakov 
THE ARCHANGEL MICHAEL 


nonmparounn TRAMPLING THE DEVIL 
AbABOJIA UNDERFOOT 
1676. 1676. 
‘Tperbakonckas ranepes, Tretyakov Gallery, 
Mockpa, — Moscow. 


OTSE HAUL 
Knetimo: 

<M ne aes Hac 

BO HcKYIIEHKe>. 

Tocnenuasa vernepr XVILB. 
Pyccxnit myselt, Jlenmurpas. 


“OUR FATHER” 
Border scene 

“Lead Us Not Into 
Temptation” 

Last quarter 17th century. 
Russian Museum, 
Leningrad. 
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OPrHEHHOE 
BOCXOXKJEHME 

MJIbM TIPOPOKA 
CXKMTMEM 

Chenu, 

XVI B. 

Tperbaxoncxan raepea, 
Mockna, 


TIAPACKEBA 

TIATHALLA 

XVI. 

Hannonanbunit myseli, 
Crokrom. 


BBEEHME 
BO XPAM. 

CKUTHEM 

MAPHH 

Kaeiimo: 

Monenne 0 nocoxax, 
XVIB. 

Tperbsakonckas ranepes, 
Mocxsa. 


HUKONIA 
COKMTHEM 

Kuelimo: 

Hukosa apaseren 1pem 
My2kaMt B Tematue, 

XVIp, Myseit 
apenttepycekoro uckyccrBa 
umenu Anpes Py6nena, 
Mocka. 


THE PROPHET ELUAH 
AND THE FIERY CHARIOT, 
WITH SCENES FROM 

THE LIFE 

OF THE PROPHET 


Centre panel. 
16th century. 
Tretyakov Gallery, 
Moscow. 
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ST PARASKEVA 
PYATNITSA 

16th century. 
National Museum, 
Stockholm, 


‘THE PRESENTATION 

IN THE TEMPLE WITH 
SCENES FROM THE LIFE 
OF THE VIRGIN 

Border scene: 

Prayer About the Croziers. 
16th century. 


Tretyakoy Gallery, 
Moscow. 


184 


ST NICHOLAS 

WITH SCENES FROM 
HIS LIFE 

Border scene: 

St Nicholas Appears 
to the Three Men 
in the Dungeon. 


16th century. 

Andrei Rubley Museum 
of Early Russian Art, 
Moscow. 


190 
MOAHH MPEATEYA ST JOHN THE BAPTIST 
XVIp. Myseli_ 16th century. 
apepnepycckoro uckycersa Andrei Rublev Museum 
umenn Axapes Py6newa, of Early Russian Art, 
Mockpa, Moscow. 


4YETbIPEXYACTHASA MKOHA 
@parmext. 

1547-1554. 
Bnaroneutenicknit co6op 
Mockockoro Kpemas. 


FOUR-PART ICON 
Detail. 

1547-1554. 

The Annunciation Cathedral 
of the Moscow Kremlin. 


192 


UEPKOBb BOMHCTBYIOWAA 
parent. 

1550-¢ rr. 

Tperbakonckas ranepes, 
Mockpa. 
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TEPACMM 

CO JIbBOM 

Cepeamua XVI p. 
Tperbaxoncxan ranepes, 
Mockea. 


‘THE CHURCH MILITANT 
Detail. 

1550s. 

Tretyakov Gallery, 
Moscow. 


ST GERASIMUS 
AND THE LION 


Mid-16th century. 
Tretyakov Gallery, 
Moscow. 
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4¥O PEOPA THPOHA 
Kone XVI B. 
Pyccknit myseii, Jlennurpan. 
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TIpoxonnit Uupan 
HMKHTA-BOHH, 

Koneu XVI 8. 
TperbaKoscKas ranepes, 
Mocksa. 


ST THEODORE TIRON 
Late 16th century. 
Russian Museuni, 
Leningrad. 


Procopius Chirin 
ST NICETAS 

‘THE WARRIOR 
Late 16th century. 
Tretyakov Gallery, 
Moscow. 
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ABPAAM. 
Cepeanna XVII B. My3eit 
ApeprepyccKoro HcKyccrBa 
umenn Anupes Pydutesa, 
Mocksa. 
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Tuxon Ounarven 
MOAHH MIPEATEYA 
BITYCTbIHE 

CO CLIEHAMM 
MTHS 
parmenr. 


1689. 
Tperbakonckas rasepes, 
Mockwa, 
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MJIbsA NPOPOK 

C XKMTHEM 

parment. 

Bropas nlonosuna XVII B. 
Lepxonb Mibu Mpopoxa, 
Slpocnapn. 
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CHMBON BEPBI 
parment. 

Bropas nonopuHa XVI B. 
Myseii «Kortometickoe», 
Moca. 


ABRAHAM 
Mid-17th century. 
Andrei Rubley Museum 
of Early Russian Art, 
Moscow. 


Tikhon Filatyev 
STJOHN THE BAPTIST 
IN THE WILDERNESS 
WITH SCENES 
FROM HIS LIFE 
Detail. 

1689, 

Tretyakov Gallery, 
Moscow. 


THE PROPHET ELUAH 
WITH SCENES 

FROM HIS LIFE, 
Detail. 


Second half 17th century. 
Church of 

the Prophet Elijah, 
Yaroslavl. 


‘THE SYMBOL OF FAITH 
Detail. 

Second half 12th century. 
Kolomenskoye Museum. 
Moscow. 
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